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‘N Out this month! 
i Absolutely free! 











IMHOFS “This y ear of hi fi I 960" 


THE YEAR BOOK OF 1960 HI FI EQUIPMENT With 36 pages, this exclusive Imhof presentation is laviely 
with a foreword by Percy Wilson of THE GRAMOPHONE illustrated, beautifully produced and packed with the latest 
information about equipment and about obtaining maximum 

CONTENTS INCLUDE: pleasure from radio, records and tape. Send for your fre 


copy now. Please use coupon or write to Dept.15. Alfred 


* DETAILED INFORMATION ON THE LATEST EQUIPMENT. Imhof Limited, 112-116 New Oxford Street, London, WC1. 
Complete, illustrated list of all the finest equipment with Tel: Museum 7878 


technical specifications. 





** WHAT IS HI FI? WHAT IS STEREO® Clear descriptions ~~” 


for newcomers to hi fi. To: ALFRED IMHOF LIMITED 112-116 NEW OXFORD STREET LONDON WCI 


** HOW TO CHOOSE HI FI. Notes on what to look for when 


choosing amplifiers, tuners, speakers, motors, pick-ups, etc. Pinaee send wes Sooe copy af THE TEAR OF MFT IG 





* IMHOFS BUDGET PLAN & CONNOISSEUR’S HI FI SYSTEMS, NAME (Block capitals, please) - 


NOdNOD 





* HOW TO HOUSE EQUIPMENT AND RECORDS. Colour ADDRESS 
pictures and full details of Imhofs elegant cabinets, 
specialist installations and maintenance services. 
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Tchaikovsky 


ENRIQUE JORDA 


Mozart 


conducted by PETER MAAG 





Suppé Overtures 


Serenade No.9 in D—‘Posthorn’ 
L’ORCHESTRE DE LA SUISSE ROMANDE 


Still in the lead with the widest selection, 
the finest interpretations by international 
artists and the best recordings, Ace of Clubs 
now offers no fewer than 89 twenty-one 
shilling records. These include the only 
operas and the only single-disc ‘Choral’ 
symphony available on low-price records. 
Below is a list of Aces released this year. 


Theme and variations from Suite No.3 
in G*; Francesca da Rimini 


THE PARIS CONSERVATOIRE ORCHESTRA 
conducted by *SIR ADRIAN BOULT 


ACL 89 


ACL 88 


THE LONDON PHILHARMONIC ORCHESTRA 


conducted by GEORG SOLTI 


y y Beethoven 
Symphony No.8 in F 
Schubert 
‘Unfinished’ Symphony 


THE VIENNA PHILHARMONIC ORCHESTRA 


ne conducted by KARL BOHM 
avislly 


> latest 
ximum Schubert 

fred Rosamunde— incidental music 
"Alhe 1 Mendelssohn 


incidental music 


THE CONCERTGEBOUW ORCHESTRA 
conducted by EDUARD VAN BEINUM 


Beethoven 
Piano Concerto No.1 in C 


A midsummer night’s dream— 


ACL 87 


ACL 86 


ACL 85 


with THE VIENNA PHILHARMONIC ORCHESTRA 


conducted by KARL BOHM 
‘Moonlight’ Sonata 
FRIEDRICH GULDA 


ce wu NVEelive 


ACL 84 


The GRAMOPHONE 


Berlioz Overtures 


THE PARIS CONSERVATOIRE ORCHESTRA 
conducted by ALBERT WOLFF 
ACL 83 


Prokofiev 

Symphony No.5 in B flat 
THE DANISH STATE RADIO 
SYMPHONY ORCHESTRA 


conducted by ERIK TUXEN 
ACL 82 


Famous French Overtures 
THE LONDON PHILHARMONIC ORCHESTRA 
conducted by JEAN MARTINON 

ACL 81 


Vienna Philharmonic Strauss Concert 
conducted by CLEMENS KRAUSS 
ACL 80 


Adam 

Giselle 

L’ORCHESTRE DU THEATRE NATIONAL 
DE L’OPERA, PARIS 

conducted by RICHARD BLAREAU 


ACL 79 


Stravinsky 

The Firebird—suite 

Ravel 

Rapsodie espagnole 

L’ ORCHESTRE DE LA SUISSE RCMANDE 
conducted by ERNEST AN3ERMET 


ACL 78 


Sibelius 

En Saga. Tapiola 

THE CONCERTGEBOUW ORCHESTRA 
conducted by EDUARD VAN BEINUM 


ACL 76 
Kodaly 


Hary Janos suite; Dances of Galanta 
THE LONDON PHILHARMONIC ORCHESTRA 
conducted by GEORG SOLTI 

ACL 75 


Delibes 

Ballet suites: Coppélia and Sylvia 

THE PARIS CONSERVATOIRE ORCHESTRA 
conducted by ROGER DESORMIERE ACL 74 


J, Strauss 
Die Fledermaus—highlights 
HILDE GUEDEN, ANTON DERMOTA, etc. 
with THE VIENNA STATE OPERA CHORUS 
and THE VIENNA PHILHARMONIC ORCHESTRA 
conducted by CLEMENS KRAUSS 
' ACL 73 


Sibelius 

Symphony No.5 in E flat; Karelia suite* 
THE DANISH STATE RADIO 

SYMPHONY ORCHESTRA 

conducted by.ERIK TUXEN, *THOMAS JENSEN 


ACL 72 


Brahms 

Symphony No.1 in C minor 
THE CONCERTGEBOUW ORCHESTRA 
conducted by EDUARD VAN BEINUM 


ACL 71 


Schubert 

Symphony No.9 in C major—Great’ 
THE CONCERTGEBOUW ORCHESTRA 
conducted by JOSEF KRIPS 








ACL 70 
Bach 


Brandenburg Concertos 
Nos. 2,4 & 5 


Brandenburg Concertos 
Nos. 1,3&6 


THE STUTTGART CHAMBER ORCHESTRA 
conducted by KARL MUNCHINGER 


ACL 68 





CLUBS 














12 inch Long Playing 
‘High Fidelity Records 
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Model W.V.A. 


TAPE RECORDERS 


The W.V.A. tape recorder now has provision for Stereo plug in heads 
to enable this recorder to replay Stereo. The regular models are 
retained with additions and improvements. Our high standard which 
has made these recorders famous has been maintained, resulting in 
their being chosen for the foremost musical centre in this country. 


30/50 WATT AMPLIFIER 


Gives 30 watts continuous signal and 50 watts peak Audio. With voice 
coil feedback distortion is 
under 0.1% and when 
arranged for tertiary feed- 
back and 100 volt line it is 
under 0.15%. The hum and 
noise is better than —85 dB 
referred to 30 watt. 


It is available in our stand- 
ard steel case with Baxen- 
dale tone controls and up 
to 4 mixed inputs, which 
may be balanced line 30 ohm 
microphones or equalised 
P.U.s to choice. 


ELECTRONIC MIXER/AMPLIFIER 


This high fidelity 10/15 watt Ultra Linear Amplifier has a built-in mixer 
and Baxendale tone controls. The standard model has 4 inputs, two for 
balanced 30 ohm microphones, one for pick-up C.C.I.R. compensated 
and one for tape or radio input. Alternative or additional inputs are 
available to special order. A feed direct out from the mixer is stan- 
dard and output impedances of 4-8-16 ohms or 100 volt line are to 
choice. All inputs and outputs are at the rear and it has been designed 
for cool continuous operation either on 19 x 7in. rack panel form or 
in standard ventilated steel case. 


- Size 18 x 7} x 9hin. deep. 
Price of standard model £49. 
Also 3-way mixers and Peak Programme Meters 
4-way mixers 





12-way mixers, and 2 x 5-way stereo mixers with outputs for echo 
chambers, etc. Details on request. 








120/200 WATT AMPLIFIER 


a 








Will deliver 120 watts continuous signal and over 
200 watts peak Audio. It is completely stable with 
any type of load and may be used to drive motors 
or other devices to over 120 watts at frequencies 
from 20,000 down to 30 cps in standard form or 
other frequencies to order. The distortion is 
less than u.2% and the noise level —95 dB. A 
floating series parallel output is provided for 
100-120 V. or 200-250 V. and this cool running 
amplifier occupies 12} inches of standard rack 
space by I! inches deep. Weight 60lb. 





Full details and prices of the above on request 


VORTEXION LIMITED, 257-263 The Broadway, 


Telephones: LiBerty 2814 and 6242-3 


Wimbledon, London, S.W.19 


Telegrams: “Vortexion, Wimble, London.” 
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KEor the 
closest approach 
to the 


original sound 





THE ACOUSTICAL MANUFACTURING COMPANY LTD. 
HUNTINGDON, HUNTS: HUNTINGDON 361 
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With this one amplifier 








Jason 








In TECHNICAL REPORTS, “The 
Gramophone”, Jan. 1960, Mr. John 
Gilbert, reviewing the Jason Audio- 
Generator writes:—‘‘I can thoroughly 
recommend the Jason A.G.10 as a good 
test instrument and I would not be 
surprised if a number do not find their 
way into the laboratory of a number of 
manufacturers”’. 


With this one amplifier, the Jason J.2-10/Mk. III, music can be re-created in your own 
home from every possible sound source, both stereo'and mono. Design, quality and 
performance have brought this instrument to the very forefront of today’s accepted best. 
Its versatility is such that the J.2-10/Mk. III will meet future requirements and develop- 
ments for years to come. Every possible combination of speakers and amplifier-sections 
is obtainable from front-mounted controls which assists and simplifies matching to room 
environment. Stereo tape heads and high-sensitivity stereo P.U.s may be fed directly 
to the amplifier, and there is even correction for using the latter with mono records. 
High-Z stages for crystal pick-ups prevent record wear. D.C. heating for valves in first 
stages reduces hum risk. Good circuitry and mechanical design results in complete 
operational stability under the severest working conditions, and all controls are front- 
mounted. Thoughtful designing at rear makes for easy, tidy connections and they provide 
for every possible requirement. Power output 12 watts per section, within 1 dB from 
30 to 10,000 cycles with greatly extended frequency response. Outputs adjustable for 
4,8 and 15 ohms. A.C. mains, 100/110 and 200/250 volts. 

£37 10s. Od. 


A COMPLETE PROGRAMME IN HIGH FIDELITY 


Matching in styling for use with Jason Amplifiers are the following two self-powered shelf-mounting units: 


JTV.2 TUNER for switched reception of BBC FM and both TV sound transmissions £25, 13 
FMT.3 TUNER—Variable FM 88 to 108 Mc/s £22,158 
Also single-channel amplifier. J.10/Mk. III 6 .. £22,100 
MONITOR switched FM/TV sound for cabinet mounting =~ £19. 16. 3 inc £4.16.3 P/Tax 
“MERCURY II” (Kit of above) less 3 valves .. £9, 9.0 


Kit designs are available for building basically similar instruments to on aie as ods as a high-grade rang 
of test equipment and the ‘Everest’ Transistor Portable. 
We shall be pleased to send full descriptive literature by return. 


THE JASON MOTOR AND ELECTRONIC CO., 3-4 (L)jGt. Chapel Street, Oxford Street, London, W.1 GERrard 0273/4 


BRITISH DESIGNED TO HIGH TECHNICAL STANDARDS 
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Some have bought their Tape Recorders 

because they liked the look of them. Others because 

their price was attractively low. Still more 

because they didn’t know much about Tape 

Recorders anyway and sought the advice 

of their friends. All these are good and 

Whe valid reasons and, we hasten to add, most will 
reads probably be quite satisfied with their purchases. 

But the purchase of a Ferrograph falls into 

rather a different category. Being 

Foy roc raph almost always in short supply—inevitable 
with a high precision instrument requiring 

“ so much individual supervision during 

Ad ti ° 92 manufacture—only a relatively 
Ven Sing 4 small number of Dealers can be 

permitted to distribute it. Our advertising, 
therefore, seeks to overcome this handicap by 
appealing to those thoughtful and discerning people 
who are more influenced by reputation and 
performance than by any other consideration. 
That is why there are no sensational claims or 
grandiose statements in Ferrograph advertising. 








It is sober, restrained and free from exaggeration. 
We believe that the purchase of a Ferrograph is a 
serious business—that almost invariably it is 
bought by those who, like the B.B.C. and other 





r own broadcasting organisations and leading personalities 
= in the world of music and drama, are capable of 
velop- assessing its great qualities at their true worth. 
ections 
) room 
lirectly 
ecords. Stereo 808 
‘ Two speeds 33/7} i.p.s. For use 
in first beer external Hi Fi amplifiers 
mplete and Loud Speakers. The all- 
» front: purpose machine for Monaural 
; ds Recording/Playback. 
provide and Stereo Recor — 
B from é 
Series 4A 
ble for ; 
4A/N Two speeds 33/74 i.p.s. 
Monaural Recording / Playback. 
. Od. 81 Gns. 
LITY Three Independent Motors - Synchronous Capstan Motor ° Recording Level Meter - Brief Stop ° Interchangeable Plug-in-Heads 
ry 5 
£25, 13 Switched Speed Change with Compensated Correction Network ~° Separate Tone Controls ~ High Fidelity 24 Watts Output Stage 
—_ Uses 8}” TapeSpools - Gear-Driven Turns Counter * Automatic Switch Cuts Motors atEndofSpool - Endless Loop Cassette (Optional Extra) 
£22.10: 
5.3 P/Tax 
£9, 9.0 
wi In able nde CLKFOOKT 
UAComfoar 
0273/4 


BRITISH FERROGRAPH RECORDER CO. LTD. 
(A subsidiary of the Ferrograph Company Ltd.) 
DS 131 SLOANE STREET, LONDON, S.W.I + Tel: SLOane I510, 2214 and 2215 
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Sensational success 


of 


bes Recording experts and enthusiasts all 
over the country are changing to AUDIOTAPE 
for its flawless perfection of sound reproduction 
over the entire audio range and its consistent, 


uniform quality from reel to reel. 


Available on all standard reel sizes, there 
are eight different types to meet every recording 
requirement. AUDIOTAPE, manufactured in the 
U.S.A., by Audio Devices Inc., gives you the truest 
sound your recording equipment can produce— 
try AUDIOTAPE . .. it speaks for itself. 


Sensational C-SLOT REEL! 


Au 5S” and 7” reels of AUDIOTAPE are 
supplied on the exclusive C-Slot Reel—the fastest- 
threading tape reel ever developed. The tape end, 
dropped into a slot in the hub, anchors itself 


automatically at the first turn of the reel. 





TRADE MARK 








se a) — A NAME FOR BETTER PERFORMANCE 


Concessionnaires to the United Kingdom 


LEE PRODUCTS (Gt. Britain) LIMITED 


“ELPICO HOUSE” + LONGFORD 


Telephone: EUSton 5754 (all lines) 


STREET 


Telegrams: Leprod, London 


* LONDON, N.W.! 

















‘RODE 
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STEREO AMPLIFIER. 12 watts output per channel, from 
push-pull Mullard EL84s. High-grade, multi-section 
Output Transformers with grain orientated lamina- 
tions. Generous inductance smoothing, featuring 
Dual Choke Filter. Speaker Phasing Switch. Dual A.C. 
outlets. Ample spare power. Dimensions 14°x8’x5}’. 
Weight: 22 Ibs. £28.10.0. 





MK Il STEREO CONTROL UNIT. Dual inputs for pick-up, 
radio, tape and microphone. Suitable for any pick-up 
and for replay direct from tape heads. Controls 
include: close tolerance ganged Volume Control; 
Bass, Treble and Filter Controls: separate Balance 
Control and Function Selector. Selected by the 
Council of Industrial Design for Design Index. 
Dimensions: 84” x 54” x 53”. Weight: 6lbs. £18.0.0. 





MONAURAL AMPLIFIER. |2 watts output from push-pull Mullard EL84s. 
High-grade multi-section Output Transformer with grain orientated 
laminations. Generous inductance smoothing. Impedance Plug speaker 
matching. Ample spare power. Dimensions: 11” x 6” x 5}”. Weight: 
15 Ibs. £17.0.0. 


MK Il MONAURAL CONTROL UNIT. Inputs provided for pick-up, radio, 
tape and microphone. Tape Record output. 5 m/v. p.u. sensitivity. 
Pre-set controls facilitate matching. Controls include: 7-position Input 
Selector incorporating 4 accurate record characteristics: Bass and 
Treble Controls: Switched Low Pass Filter. Dimensions: 83” x 54” 
x 43”. Selected by the Council of Industrial Design for Design Index. 
£11.0.0. 














a. . — - cis Sega 7 fa é caval 5 a 
bee VARIABLE FM RECEIVER. Automatic Frequency Con- 
trol. Grounded-grid twin-triode RF Stage. Frequency 
coverage 87-107.5 mcs. Foster-Seely Discriminator. 
Low Impedance Cathode Follower Output. Ganged 
variable inductance tuning. Built-in Power Supply. 
Dimensions: 83” x 53”x 9”. Weight: 541bs. Selected 
. by the Council of Industrial Design for Design Index. 
£18.5.6 (P.T. £6.4.9). 


SWITCHED FM RECEIVER. Automatic Frequency Con- 
trol. Cascode RF Stage. Variable Inductance Incre- 
mental Tuning. Foster-Seely Discriminator. Low 
Impedance Output. Receiver muting switch position. 
Dimensions: 9” x 53” x 53”. Selected by the Council 
of Industrial Design for Design Index. £11.5.0 
(P.T. £3.16.10). 











. ih wih wih wih Wi. tit th Wm 
T W oO Y E A BK G U A wR A N T E E Please send me, without obligation, Illustrated Literature describing 


; the items I have indicated below. 
Every Rogers unit produced is covered a 


by an unconditional guarantee against 
faulty materials or workmanship for a 
period of Two Years from the date of purchase. Z gg Ps os edn danisinhawndvateaeeaniess Z 





% D1 STEREO EQUIPMENT tO. MONAURAL EQUIPMENT y 
ROGERS DEVELOPMENTS c.ectromcs) LTD O FM RECEIVERS — LOUDSPEAKER SYSTEMS 


pee 'RODEVCO WORKS’ 4-14 BARMESTONROAD CATFORD - LONDON  S.E.6 — a ae we ae we a oe 
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Don’t attack your records with a blunt 












instrument. Don’t grind away the grooves. 
Give your discs the care they deserve by 
fitting replacement styli at the right time, 

of the right type, of the best quality. 

Acos make many of the most successful 
cartridges and pick-ups in the world. As you 
would expect, therefore, Acos replacement 
styli, also, are unsurpassed for precision and 
good value—part of the Acos contribution 


towards faithful sound reproduction at 







reasonable cost. 





USE AGOS 


Every Acos stylus is 
individually tested at 500 
times magnification for 
perfect shape and polish. 
Acos Sapphire and Diamond 
replacement styli are 
available for all current 
Acos and ACOStereo 
pick-ups and cartridges, and 
an extensive range of 

other cartridges. 

U.K. Retail price Sapphire 
from 6/-, Diamond reduced 
to 35/8 including P.T. 

The Acos Changer Dust 
Bug clips easily over most 
changer arms and wipes 

the record before and after 
the stylus, giving up to 

five times longer stylus life. 





ARE DOING THINGS IN STYLI 





COSMOCORD LTD WALTHAM CROSS HERTS + TEL: WALTHAM CROSS 25206 (London subscribers please dial WS 25205) 


1960 








PP oe oe oe oe oe oe oe ey 
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People can talk, but... 








... the real critic is the Loudspeaker System 


So often good High Fidelity equipment is restricted 
in performance due to the lack of a Loudspeaker 
System which is capable of resolving the full quality 
of the equipment as a whole. When selecting your 
Loudspeaker System be really discerning and choose 
GOODMANS~—be sure of the reproducer your 
equipment deserves—bring the performance into 
your home. 


Several High Fidelity PX, LJ12O. 6. 15 was Price £29.10.0 
Loudspeaker Syst 
ce. ay, Ax {100 «0 12 wats Price £23.10.0 


are available. The 
most compact models — Fach system is available in either walnut or mahogany special 





are the popular— hard wax finish. Full details are available on request. 
ee te or ee nee 
H les ig i i 1 
I Please send copy of ‘High Fidelity | rezeoTos ee. O-O.c_ 

Manual. 
| 

NQ@iMe: scssdepecsticdanceleteactesteancacaee 1 
; nour tarp limrininiiaeiiael | GOODMANS INDUSTRIES LIMITED, Axiom Works, Wembley, Middx. 
i Ge LEAs Stee ey | = Tel.: WEMbley 1200 (8 lines) Grams : Goodaxiom, Wembley, England 
BRE, EMig. od iaeh eeeaeibne Distributors in all countries. 
a Europe’s largest manufacturers and the World’s largest exporters of High Fidelity Loudspeakers. 
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today’s best-looking listening 








The Pye Mozart Stereo Amplifier Model 
HFS20M provides an undistorted output of 
10 watts per channel on magnetic or crystal 
pick-up. Chassis and mono models available. 











The Pye Mozart FM Tuner (Model HFT108M) 
for the very best in interference-free radio 
listening. Tuning 88 to 108 mc/s. Self-powered. 


The new Pye Mozart Cabinet 
—at once functional and 
beautiful — was designed for 
the connoisseur. Available 


in mahogany or walnut veneers. 











The Pye “Mozart” Loudspeaker (Model 
HF10/BS) has one high flux 8” unit and one 
4” tweeter, giving an extended frequency 
range and excellent performance from a 
relatively small enclosure. In walnut or 
mahogany veneers. Legs optional. 



















































































The Pye HFISSMT Speaker—comprising 
12” Baker’s bass unit and 4” Richard 
Allen tweeter—is the most outstanding 
instrument in its price range available 
today. Available in walnut or mahogany 
veneers. 











The Pye Mozart Lowboy (Model 
HFP1)— incorporating a Mozart Ampli- 
fier—combined with the Mozart Com- 
panion Speaker offers the enthusiast the 
basis of a craftsman-built high fidelity 
system at a very reasonable cost. Stereo 
may be added later. The units are beauti- 
fully finished in matching walnut veneers. 
A Stereo Model is available. 








a J 





At Pye, high fidelity is a specialist business. Years of research at the famous Pye laboratories in Cambridge 
lie behind today’s Pye High Fidelity Range. Created by the scientist, built by craftsmen and finished by 
i the skilled cabinet-maker, the Pye High Fidelity Range is certainly today’s best-looking listening. 


* Pye High-Fidelity Division wish to inform our past, present and future customers that as from May Ist 1960, 
the Pye High-Fidelity Division will be moving to its new larger factory in Kent. The address will be 


PYE HIGH-FIDELITY DIVISION, BLUE TOWN, SHEERNESS, KENT. Tel.: SHEERNESS 3076 





PYE LIMITED, HIGH FIDELITY DIVISION, BLUE TOWN, SHEERNESS, KENT 
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RECORD GUIDE 


Beautifully cloth-bound. 320 pp. 





Semi-permanent dust-jacket. Real gold-lettered spine 


This (book) will give the hesitating reader a clear idea of the benefits of 
stereo and much excellent and well-judged criticism of the existing 





repertoi:2 .... It is very much worth-while possessing. 
Alec Robertson in THE GRAMOPHONE 
Even if you have not yet adapted your gr ph for stereo you should 


have a copy of this book for permanent reference. It is obtainable now 
from any good bookseller or record dealer who sells books. (All branches 
of W. H. Smith have it in stock) or send 22/3 for a post-paid copy direct, 


to the publishers: 


21/- 








REPRODUCTION 


as true as the Master Recording ... 
with the MACKIE “DELTA” 





For enthusiasts who really want reproduction as true as the original, the Mackie 
Parallel Tracking Arm is 2 “must”. By following exa tly the grooves made by the 
original cutting stylus, everyt ing in t-e record is reproduced without distortion 
or deterioration. 
error is completely banished. An engraved scale, used in conjunction with a pick- 
up lowering device, enables precise passages of music to be located without any 
damage to stylus or record. 
For fully descriptive illustrated folder please send s.a.e. (3d.) 


Stylus and record wear is virtually eliminated, and tracking 


to sole selling agents: 


THE LONG PLAYING RECORD LIBRARY LTD., SQUIRES GATE STATION APPROACH, BLACKPOOL, LANCS. 








THE LONG PLAYING RECORD LIBRARY 


PAY - AS - YOU - BORROW - SCHEME 


The payment of a modest annual subscription of £1 1. 0 for 
membership of the Long Playing Record Library (including 
the Stereo Record Library) brings into the reach of anyone 
with an L/P Record Player the entire repertoire of classical 
music. 

The library offers you an unequalled opportunity to extend 
your musical knowledge and appreciation. Apart from any 
“exploring” you may decide to do for yourself among the 
4,000 records available, a special service also enables you to 
~—- the byways of music with expert help from our library 
staff. 


THE STEREO RECORD LIBRARY 


The Stereo Record Library is a new section of the Long 
Playing Record Library, especially formed for the music 
lover with a stereo reproducer. Virtually every issue from 
every company is available on loan, not only of classical 
music, operetta and musical comedy, but records of light 
music also (Frank Chacksfield, Mantovani, Melachrino, etc.). 


@ Asa member you may borrow up to 5 L/Ps at a tire 
(even more after you have been a member for 
3 months). 


@ You may change records as frequently as you wish. 
A return-of-post changing service. 
Hiring charges as little as 2d. per day 
(paid when records are returned). No extra charge 
for new issues or stereo records. 

@ Asa member you are privileged to buy used library 
records at reduced prices. 


YOU PAY-AS- YOU - BORROW ! 





THE LP.R.L. GLASSICAL 
CATALOGUE & HANDBOOK 
WITH 1959/60 SUPPLEMENT 


REFRINT NOW REDUCED TO 


di 
4) 6 oe... wn 
(Supple ment only, 2/6) 


%* Lists all mono records of classical 
music recommended by “the 
critics”’. 

%* Includes “A basis for a collec- 
tion”—a selection of L/Ps of 
exceptional merit. 


%* Gives helpful advice on the care 
of, and reproduction of L/Ps. 


* Is indispensable to the record 
collector. 


INCLUDED WITH THE 
CATALOGUE: 


(i) Full details of the Long Playing 
Record Library PAY-AS-YOU- 
BORROW scheme (with hiring 
charges as little as 2d. per day 
for each L/° borrowed). 


(ii) Full details of the L.P.R.L. 
unique Factory Fresh Sales 
Service for new L/Ps—which is 
second to none in the world! 


(These will be sent separately on 
receipt of large S.A.E.) 





Buy 


iv 
& THe Me, 


Factory Fresh and 
be sure of newly 


LONG PLAYING 
cut unplayed 
won discs 
e = 7 
?, “ 
“es sen" 


Unblemished, and free from static, records 
purchased through our Factory Fresh Sales 
Service are obtained specially to your order— 
direct from the record manufacturers. It is 

no wonder that more and more discerning people 
are buying their records through this #rvice. It 
costs no more than buying over the : -unter, and 
you are sure of a perfect disc. 


INSPECTION before dispatch means that only good 
pressings are chosen. 


ADVICE. We can supply the “best recording” to order 
if asked. 


@ PACKING. Unique and specially designed. All records 
polythere sleeved. No charge for posting and packing on 
any L/P, M/P or two E/Ps sent within the British Isles 
(except Eire). No charge on export orders of £10 or over. 


@ GUARANTEE on all records, providing any fault was 
inherent in the disc when it left and has not subsequently 
been induced by faulty equipment or careless handling. 
Our decision is final in this matter. 


@ STEREO DISCS. It is even more important with stereo 
discs that they are unblemished and unplayed when you 
purchase them. 


THE LONG PLAYING RECORD LIBRARY LTD., SQUIRES GATE STATION APPROACH, BLACKPOOL, LANCS. 
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His judgment is shown in his choice of 
todays most versatile Stereophonic amplifier 





SAVILLE SOUND 


TREGLE 


° 
| +i 





Designed to exacting specifications these two new Saville Stereo Amplifiers inherit 
the superb craftsmanship and technical excellence of Period High Fidelity. Each 
tested Amplifier is guaranteed for 2 years—and incorporates a versatility switch for 
the widest possible choice of amplifier and loudspeaker combinations. Fe~ the 
perfect combination of superb Saville Sound and crafted furniture of all periods 
choose from the wide range of Period High Fidelity cabinets. Write for illustrated 
brochure TO-DAY! 








SPECIFICATION Double Twelve 

Features include: peak output 30 watts per channel; dis- 
Double Six tortion <0.1% at 10 watts; frequency response flat from 
Features include: peak output 13 watts per channel; 30—30,000 cycles at 10 watts; full compensation for crystal 
distortion <0.5% per channel at 6 watts; frequency and magnetic pick-ups; facilities for equalised and direct 
response flat from 25 — 25,000 cycles at 5 watts; full tape playing; hum and noise levels better than 50 dbs down 
compensation for crystal or magnetic pick-ups; the at 12 watts; the new Saville versatility switch. 
new Saville versatility switch (stereo, stereo reverse, PRICE 49 gns. 


channel | only, channel Il only, channel | on both 
speakers, channel II on both speakers). Rubber feet 
are supplied for shelf mounting. 

PRICE 32 gns. 


Her exquisite taste 
is reflected in 
superb cabinets by... 





C25 


__ eM _S- 


For further information please send this coupon to: 
PERIOD HIGH FIDELITY LIMITED, 28 South Street, Mayfair, London, W.1. 
or telephone GROsvenor 4686. 
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LOUDSPEAKER SYSTEM 


The complete answer to the demand for a reasonably priced high- 
quality speaker system for the reproduction of stereophonic recordings in the home. 
Utilising two very small-pressure type direct radiator units for the higher frequencies and 
two 12” reproducers for the lower, the equipment covers a response which is substantially 
level from 35—15,000 c/s, with true stereophonic effect. 








HIGH-NOTE PRESSURE TYPE UNITS 


The price for two HF.1300 Designed and developed in.-CELESTION Laboratories this class of unit has been 

manufactured for special purposes over the past five years. A new unit, Model 
HF.1300, has been introduced for the new stereophonic system and its smooth 
response and wide dispersion ensure an exceptionally high standard of reproduction 
with enclosure details is :— of the higher frequencies. 


and two G.44 units, complete 


LOW-NOTE REPRODUCER - G44 
This new 12” Loudspeaker has been designed specially to work in conjunction with 


the HF.1300. A skilfully balanced voice coil and cone assembly with correct cone 
£1 5 7 0 bl 0 edge termination result in a level and clean low frequency response. 
4 A 
COMPLETE SYSTEM 


The system uses only one enclosure, 15” high x 42” wide x 18” deep, having a 
central dividing partition with one G44 unit mounted at each end. The enclosure 
should then be positioned near the centre and against one wall so that the speakers 
are facing outwards and are about 2’ 6” from the floor. 

The two HF.1300 units should then be placed near the corners of the room, one 
on each side of the enclosure and approximately 4’ above the floor. The width of 
sound will very nearly correspond to the distance between these two units. No 
elaborate cross-over networks are required and the system is completed by a 12 Mfd. 
capacitor in series with each high note unit. 


mo osoven CELESTION 


Celestion Ltd. 9 .. THAMES DITTON-SURREY. Telephone: Emberbrook 3402/6 
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The latest and best from the Audio Fair 


now at the 


TAPE RECORDER GENTRE 


All the very latest and best Tape Recorders and Hi-Fi Equipments shown at this year’s Audio 
Fair are now available from the Tape Recorder Centre. Come in person to see, hear and com- 
pare all makes, or send for the unique free Catalogue—the most comprehensive and up-to-date 
in the country. 


+ NO-INTEREST TERMS 


on all orders over £30 


FREE ILLUSTRATED 72-PAGE CATALOGUE 


the most detailed publication of its kind 


HUGE STOCKS OF ALL MAKES 


ensuring quick delivery to all parts of the country 


HONEST, INFORMED ADVICE 


from enthusiastic tape-recording and Hi-Fi specialists 


COMPREHENSIVE MAINTENANCE SERVICE 


and inexpensive maintenance contract if desired 





Tape Verdik Hi-Fi Collaro Gores Tape 
Recorders Veritone Equipment, —_Elpico ‘SL. Emitape 
Grundig aes Microphones, Decca Stirling Tuners Scotch Boy 


i BASF 
Elizabethan Fi-cord Speakers, etc. Philips Acos 


Wright & Lustraphone Grundig 
Ferrograph Truvox Lesk right . Elpico-Geloso Telefunken 
Vortexion Kurland one G.E.c caure Simon-Cadenza — 5 
Walter Reps Rogers Gaadinane Reslo : tiews ~‘ 
Record Housing evae: 
Brenell Revox Armstrong c.Q Li Philips 
Reflectograph Wyndsor Jason a. inear Agfa 
Simon Regentone Dulci Wharfedale Tannoy ' 

i j : Elac Ortofon All Accessories, 
Harting Perth-Saja Pamphonic R.C.A. Tapes, etc., by 
Telefunken Elektron Stentorian BJ. Lowther return of post. 
Philips Minivox Avantic Garrard Film Industries All makes in 
Spectone Korting Pilot Connoisseur Audiomaster stock, 

. You can choose with confidence from the leading Specialists: = ’ 


THE TAPE RECORDER CENTRE| 


For free Catalogue send this coupon to: 


The Tape Recorder Centre Ltd., 
Dept. G, 75 Grand Parade, Green Lanes, Harringay, London, N.4 
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BRHun contemporary radios and radiograms 
























Model Atelier 3. Table radi>- 

gram, with two LI Loudspeakers for 
phonic or stereophonic repro- 

duction of radio and record. 3) 


















TYLED in beauty to delight your eyes 
and ears. 

Providing the most critical listener with concert- 
hall mono or stereophonic reproduction of radio 
and record in the comfort of his own home, in 
cabinets of undating charm and beauty .. . a range 
of moderately priced radio receivers and radio- 
grams that will satisfy the taste of the most 
fastidious, in keeping with modern furnishing trends 





ai | 


i wT 


wi 


Model PKGS Radio- 
gram in natural syca- 
more. 








Model Atelier 1! in 
sycamore and white. 














Loudspeaker LI, 
matching Atelier 1. 











Model SK5 Table Radio- HOUUVEADANERODENUAOUANUONUOOUOOOOOUOOOUOOOESOOOUGLOSUOUONUOOUOOUONEOOOOOOUOOOONOOOUOGOUGOOEOONOONGDNOONOUOOOOODOOOESIOD 


gram in sycamore 
and white with 
plastic lid. 





Available from leading Departmental Stores and Radio Dealers 
Sole Concessionnaires for United Kingdom 


WINTER TRADING CO. LTD. 


95/99 Ladbroke Grove, London, W.1I 
Telephone: Park 134! (10 lines) 


Model TPI Transistor- 
ised Battery Portat 2 
Radiogram. 
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Broadmead 


THE LARGEST RETAILERS OF RECORDS IN BRITAIN 


are now stocking 


The most sensational recorded 


TSCHAIKOWSKY 
Symphony No. 6 in B minor, 
Op. 74 
(PATHETIQUE) 
Berlin Philharmonic Orchestra 
Conductor: Ferenc Fricsay 

478 071—12” mono. 








BEETHOVEN 
Symphony No. 3 in E flat, 
Op. 55 
(EROICA) 

Berlin Philharmonic Orchestra 
Conductor: Eugen Jochum 

478 072—12” mono. 


sound at 


12” LONG PLAYING RECORDS 
ee 


NEW HELIODOR RELEASES 


JOH. STRAUSS 

‘Die Fledermaus’ Overture 
Annenpolka/Voices of Spring 
Roses from the South, etc. 
Berlin Radio Symphony 

Orchestra 
Conductor: Ferenc Fricsay 
478 073—12” mono. 


available NOW from any of our branches listed below 


LONDON AREA 


Broadmead, 5 Highgate Hill, N.19. 
Murdochs, 18/20 High Rd., N.22. 
Broadmead, 163 High Rd., N.W.1. 
Broadmead, 193 Kentish Town Rd., N.W.5. 
Murdochs, 299 Kentish Town Rd., N.W.5. 
Broadmead, 106 High Rd., N.W.6. 
Broadmead, 46 High St., N.W.10. 

Genuine, 13 High St., N.W.10. 

Broadmead, 38 Golders Green Rd., N.W.11. 
Merriotts, 49 Golders Green Rd., N.W.11. 
M & D, 133 High Sc., W.3. 

Broadmead, | New Broadway, W.5. 
Broadmead, 34 King St., W.6. 

Broadmead 357 Harrow Rd., W.9. 
Genuine, 522 Harrow Rd., W.9. 
Broadmead, 15 Electric Ave, S.W.2. 
Broadmead, 58/60 St. John’s art S.W.11. 


Broadmead, 107 High St., S.W. ‘8. 
Broadmead, 110 High St. North, E.6. 
Broadmead, 407 Mare St., E.8. 
Broadmead, 10 Church Lane, E.I1. 
Staddons, Barking Rd., E.13. 
Broadmead, 16 The Broadway, E.15. 
Jacksons, 79 Old Kent Rd., S.E.1. 
Broadmead, 74 Rye Lane, S.E.5. 
Broadmead, 147 Rye Lane, S.E.5. 
Broadmead, 82 High St., S.E.8. 
Murdochs, | High St., S.E.8. 
Broadmead, 216 High St., S.E.9. 
Broadmead, 86/88 High Sc., S.E.13. 
Suttons, 131 High Rd., S.E.13. 
Broadmead, 331 Walworth Rd., S.E.17. 
Broadmead, 110/112 Powis St., S.E.18. 


BERKSHIRE 
Radiolectric, 85 Northbrook St., Newbury. 
Broadmead, 10/12 Oxford Rd., Reading. 


BUCKINGHAMSHIRE 
Broadmead, 135 High St., Slough. 
Murdochs, 198 High St., Slough 


co. DURHAM 


Eades, 27 Fawcett St., Sunderland. 


ESSEX 

Atkins, 34 Ripple Rd., Barking. 
F. W. Straw, 34/34A Head St., Colchester 

HAMPSHIRE 
Murdochs, 32 High St., Newport, 1.O.W. 
Murdochs, 218 Commercial Rd., Portsmouth. 
Murdochs, 17 Above Bar, Southampton. 
Murdochs, 180 Above Bar, Southampton. 
Murdochs, 92 Palmerston Rd., Southsea. 

HERTFORDSHIRE 
Elliotts, 150 Fore St., Hertford. 
Elliotts, 16/18 Chequers St., St. Albans. 
Elliotts, 14a High St., Watford. 
NT 

Broadmead, 7! High St., Bromley. 
Broadmead, 17! High St., Chatham. 
Murdochs, 86/88 High St., Chatham. 
Murdochs, 27 Biggin St., Dover. 
Murdochs, 20 Sandgate Rd., Folkestone. 
Broadmead, 29 Week St., Maidstone. 
Murdochs, 7 High St., Maidstone. 
Murdochs, 46 High St., Tunbridge Wells. 

MIDDLESEX 
Broadmead, 63 The Broadway, Burnt Oak. 
Broadmead, 346 Station Rd., Harrow. 
Elliotts, 316 Station Rd., Harrow. 


Broadmead, 188 High St., Hounslow. 
Eade, 91 High Stc., Ruislip. 
Broadmead, | 1! High St., Staines. 
Delta, 10 York St., Twickenham. 
Broadmead, 3! High Rd., Wealdstone. 


UFFOLK 
Murdochs, 22 Butter St., Ipswich. 


SURREY 
Broadmead, 28 Union St., Aldershot. 
Roberts, 40 Church Rd., Croydon. 
Roberts, 143 North End, Croydon. 
Broadmead, 30 London Rd., Morden. 


SUSSEX 
Broadmead, 56 London Rd., Brighton. 
Murdochs, 137 Western Rd., Brighton. 
Plummer Roddis, Western Rd., Brighton. 


SCOTLAND 

Paterson Sons & Marr Wood, 183 Union Sct., 
Aberdeen. 

Patersons, 40 Newmarket St., Ayr. 
Patersons, 7 Castle St., Dumfries. 
Methven Simpson, 22 Reform St., Dundee. 
Methven Simpson, 83 Princes St., Edinburgh. 
Murdoch McKillop, 35 Shadwick Place, Edinburgh. 
Methven Simpson, 92 East High St., Forfar. 
Ewing Mcintosh, 431 Sauchiehall St., Glasgow. 
Murdoch McKillop, 107 Hope St., Glasgow. 
Patersons, 152 Buchanan St., Glasgow. 
Patersons, 8! King St., Kilmarnock. 
Patersons, The Cross, Paisley. 
Patersons, 38 South Methven Sc., Perth. 
Methven Simpson, 3 Greyfriars Gdn., St. Andrews. 
Patersons, 49 Hanover St., Stranraer. 





Record Sales Manager: Mr. E. A. Hooker, The Broadmead Group of Companies, 197 Knightsbridge, London, S.W.3., 
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Wharfedale in 









Wharfedale speakers are widely used for monitoring This loudspeaker system is fitted with a Wharfedale 
in Television, Radio and Recording studios throughout Super 8/FS/AL unit supplied in Australia through 
Australia. 


Simon Gray Pty. Ltd. 


Mac Andrews is shown at the audio control console 
in the studios of GTV-9, Melbourne, Australia. Many thousands of Wharfedale Speakers are also used 


Above him is the quality control loudspeaker used in privately throughout Australasia. 
monitoring all programme material. 





Wharfedale 


WIRELESS WORKS LTD 
IDLE BRADFORD YORKS 





Descriptive literature on all speakers and units available on request from 


Tel.: Idle 1235/6 Grams: ‘Wharfdel’ Idle, Bradford 
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TAPE 


Whatever you want in tape, Modern Electrics are 
there to help you with everything from a complete 
installation to a few inches of leader tape. $.A.E. 
brings comprehensive lists. 


@ MONO 


Brenell Mk. V_... 

Brenell Three Star ms 
Clarion Transistor ner 
Cossor 4-Track 

Ferrograph 4AH 
Ferrograph 4AN 

Fi-cord 

Geloso... 

Grundig Cub = 
Grundig TK25 ... 
Grundig TK20 with Mic 
Grundig TK30 ... 
Grundig TK35 ... 

oh A a 

Philips 4-Track2sp. ... 
Philips 4-Track Stereo . 
Philips 4-Track 33 

Simon Minstrelle 

Simon SP4 

Spectone 151 

Spectone 16! 

Steelman Battery 

Stuzzi Magnette 

Stuzzi Tricorder 
Vortexion W.V.A. Type WV Deck 
Vortexion W.V.B. Type IV Deck 


@ STEREO 


Ferrograph 808 ... 
Ferrograph 4S/N 
Ferrograph 4S/H 
Philips EL 3536 4Track 
Brenell 3-Star_... 
Brenell 5-Star_ .. 
Grundig TK60 ... 


@ DECKS AND AMPLIFIERS 


Ferrograph 4SN Deck . 
Ferrograph Stereo-Ad ... 
Wearite 4A Mono 
Wearite 48 Mono = 
Brenell Pre-Amp and Amp 
Brenell Stereo Dec! ae 


The GRAMOPHONE 








64 gns. 
58 gns. 
25 gns. 
39 gns. 
86 gns. 


76 gns. 
49 gns. 
55 gns. 
4 gns. 
5 gns. 
T9s13.0 
£110.3.0 


88 gns. 
93 gns. 


24 gns. 
£33.16.0 


@ MICROPHONES AND MIXERS 


BANG & OLUFSEN Ribbon 
Lustraphone Stereo ... 
Lustraphone LD/66 eee 
Lustraphone LFV/59 Dynamic... 
Lustraphone VR/64 Ribbon ..... 
Reslo Ribbon RBL/T or CRH... 
Film Industries Ribbon M18... 
Grampian Moving Coil 
Simon “Cadenza” 
Simon “‘Cadenza” Crystal 
Grundig Mixer GMU3 . = 
Lustraphone “Lavalier” Neck 
Harness . oe sas 
@ TAPES 


£16.0.0 
30 gns. 
£4.2.6 


$192 


$126 


$105 
$139 


$2.25 


Scotch Boy, Irish, BASF, Grundig, Agfa, 
Mss, Ferrotape—all sizes in STAN 
LONG-PLAY AND DOUBLE PLAY. 


a, 
DARD, 


Components and accessories by leading manufacturers 





MODERN ELECTRIC 




















FOR TAPE 
DISC AND RAD/O 
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INCLUDING THEFBEST OF THE 
FOR PROFESSIONAL AND AUDIO FAIR 
ADVANCED USERS OF TAPE AMPLIFIERS 73%? 
TUNERS 
STEREO 
ent ® Pre-amp Unit ese £25.0.0 $72 
eak Stereo 9.0 $87 
Leak Point One Stereo Pre-Amp £21.0.0 $60 
Avantic SPA.II . ose +» £29.8.0 $84 
Avantic Stereo SPA/2I «+» €48.10.0 $138 
Jason J.2-10Mk. il... ++» £37.10.0 $107 
Dulci DPA/10/2 ... ove «+ 24gns. $72 
Chapman Stereo Amp. «+ 20gns. $40 
Chapman 305 Unit one -- I8gns. $54 
SINGLE CHANNEL 
Quad Amplifier ... oe -»» €22.10.0 $65 
Quad Control Unie... --- £19.10.0 $ 
Quad FM Tuner . oe €28.17.6 $75 
Leak TLI2 Plus ... . e+ £18.18.0 $54 
Chapman SSE. FM aes «» 3B gns. $9 
Chapman “Tranquillo” +» £29.18.0 $85 
Distributed exclusively by Modern Electrics, Chapman FM Tuner FM 91... €24.10.0 $60 
the BINSON ECHOREC is a pre-amplifier unit Chapman S6BS with FM ++ 64.0.0 $150 
enabling echoes to be imposed on signals TUNERS 
—— ——_ —— “a = Quad £25.7.3 $4 
ter or recorder. ere are channels oe > oe 
pom wen and timing of echoes is controllable. Leak Trough, Line FM. sis rad = 
The “‘Echorec” permits other effects also to 140 gns Jason STV Tuner Ke 25.7.3 55 
be achieved. The instrument is for A.C. mains Jason Monitor £19.16. 3 = 
and completely portable. Details on request. $420 Braun Transistor Portable a 9 £19.9.8 $45 
PROFESSIONAL AND TRADE DISCOUNTS. eee he 
JASON KITS AS ADVERTISED 
The following is a selection from our large stocks. STEREO AND SINGLE | READY FOR 
Quad Electrostatic £52.0.0 $149 1.222 Stereo : £20.19.5 | PROMPT 
WHARFEDALE Connoisseur Stereo... . £21.41 $54 DISPATCH TO 
Ronette Binofluid Stereo re 10 $17 | U.S.A. AND ALL 
Co-axial 12 £25.0.0 $72 Tannoy Stereo Cartridge Mk. 11 £13.6.0 ode 
Super 3 .. £6.13.3 $16 Tenney Coreridge sone Mk. Il £12.14.0 PARTS 
Super 8FS/AL £6.19.11 $17 Lenco GL58/RD & Stereo PU. £27.15.6 $60 
cane _ £8.14.11 $25 Lenco Motor Giss wich arm... €19.17.6 $45 
worn cists far ieee, Brae Be | 
Column 8 enclosure £21.15.0 $62 coat re Trans. Uni £28.19. $60 } syd nes 
Goldring 580... £5.11.4 $12 | FO R 110 V.A.C. 
TANNOY . Goldring 600 Cartridge £11.27 $24 
Tannoy 12” Monitor £30.15.0 Goldring ny Cartridge 49.149 $21 | e 
Tannoy 15” Monitor £37.10.0 Garrard 301 FIGCS/I0 - oe 
Vitavox DU 120 £19.10.0 $56 Garrard 4H S 
Garrard GCS/10 Stereo Cart- | TRANSISTOR 
W.B. 1016 £7.12.3 $16 
ridge £1.12.10 $3.50 | RAD ~ 
W.B. FHIOI2 £4.15.0 $22 G “4 TPA/I2. Arm & C i 
W.B. 1216 £15.0.0 $43 Garrar [12 Arm & Crysta e913 | 
Ph Motor Type B ... £27.16.1 $59 
GOODMANS 300 e159 $32 Connoisseur 2-speed .. £16.13.1 $42 ACCESSORIES 
Goodmans AL/120 £29.10.0 $84 Connois Gnicjs c —_ pA 
Goodmans Trebax £6.4.0 $16 ad 19 Careridge an £9.1.6 $23 
Goodmans AX/15/4 £53.11.0 $152 Trans. Bem ' fie 32 | e 
Goodmans Axiette : £6.12. 16 sated otor ® 1¢ C ind packin 
- Connoisseur P.U. £12.19.10 $30 arriage a 8 
Goodmans Axiom 110 10 £5.0.0 $12 A charged at cost. 
Goodmans Axiom 300 .. £11.5.9 $33 cos Stereo Cart... S163 $3 ° ; 
Goodmans : ai. £16.1.0. $46 Philips 2009 Transcription Unit £10.10.0 $25 Services endorsed by 
Goodmans Triaxiette ... £13.10.0 $33 IT’S BETTER TO FIT DIAMONDS leading British 
Goodmans Triaxiom 12/20 £25.0.0 $72 For economy, improved quality and longer life. | Manufacturers. 
"e gg 5 ah Ms. ; < Boo. $30 Pate A es and wan > In —_ | Full official rates allowed 
op‘ weeter, wd ete lor most pick-ups, from js i 
Philips 9762/M_ ... £10.10.0 $30 wie oe 


(RETAIL) 


164 CHARING CROSS ROAD, LONDON, W.C.2 


(3 shops from Tottenham Court Road Staticn Underground) 
[ ID Telephone: TEM 7587 & COV 1703 Cables: MODCHAREX, LONDOW 
e 
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rit Caawrard for (ood... 


And now the latest unit to bear the Garrard 
name—Model 210 Record Player and 


&Sesa> 








MODEL 4 HF Automatic Record Changer. Elegantly styled 
& Capequety deape Cased Player to match in with modern equipment 
L REY Se design. Produced with the same engineering 
to provide maximum reliability with 
fidelity of reproduction. Fitted with skill that characterises everything in 
TPA 12 Pick-Up Arm which allows the Garrard range. 
records up to 16” to be played. 
%& MODEL 210 
Plays any number of records up to eight, either 
7”, 10” or 12” at 16 2/3, 33 1/3, 45 and 78 r.p.m. 
10” and 12” of the same speed can be mixed in 
any order. May also be played manually. 
MODEL TA Mk.II 
A single Record Player particularly 
suitable for the home constructor. ee ~ MODEL TPA [2 
It is d on a rec lar unit 
plate. Voltage range 100/130 and Transcription Pick-Up Arm designed for monaural and stereo- 
200/250 A.C. only. A model for phonic record reproduction. It is an instrument of the highest 
battery operation is also available. quality with its modern styling finished in Ivory, Chrome and 
Red. Fitted with M.P.M.4, Plug-in moulding which accepts 
lowed 


most cartridges, it is the companion to the Model 30! Trans- 
cription Motor. 


and always 


ARRARD ENGINEERING AND MANUFACTURING CO. LTD. 


Factory and Registered Office: NEWCASTLE STREET, SWINDON, WILTSHIRE 
Telephone SWINDON 538! (5 lines) TELEX 44-271 
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| SUTHERLAND appears in this country all too rarely 
for her admirers. But, of course, her superb artistry has 
become international currency and is in constant demand. 
Thus in addition to Violetta in La Traviata, Antonia in 
Tales of Hoffman and a welcome return to the title role of 
Lucia di Lammermoor in London in the early part of the 
year, Joan Sutherland moves between Venice, Palermo, 
Vienna and Paris in a variety of roles including a speciai 
revival of Handel’s Alcina at the Teatro Fenice. 


Accompanying her, inevitably, will be her Grundig Tape 


The finest artistes 


choose the finest tape recorder 


—says JOAN SUTHERLAND 


Recorder; for use at rehearsals, for private enjoyment and 
always as “the ideal critic: a faultless ear and a perfect 
memory’’—to quote Miss Sutherland herself. 

And what of you—are you a concert-goer? An opera- 
lover? A balletomane? Because whatever your tastes, a 
Grundig Tape Recorder will enrich them. Whatever 
listening you prefer it’s yours to capture and keep for a 
lifetime with a Grundig Tape Recorder. 

Why not ask your Grundig Approved Dealer to show you 
the superb range of Grundig Tape Recorders ? 


Get the most out of music 


—geta 


GRUNDIG (Gt. Britain) LTD. Advertising & Showrooms: 39/41 NEW OXFORD ST., LONDON, W.C.1. 


@s2172 
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Incorporating VOX 
Edited by SIR COMPTON MACKENZIE 
London Editor ANTHONY C., POLLARD . 


THE RADIO CRITIC . 
CHRISTOPHER STONE 
Music Editor ALEC ROBERTSON 


BROADCAST REVIEW 
CECIL POLLARD 
Technical Editor P. WILSON 


Editorial Office The Glade, Green Lane, Stanmore, Middlesex 


Subscription Office 49 Ebrington Road, Kenton, Harrow, Middlesex 
Trade Office 70 Charlotte Street, London, W.!. 


A QUARTERLY RETROSPECT 


By JOHN WARRACK 


Sviatoslav Richter 

js the two and a half years since his first 
record was issued here Sviatoslav Richter 
has become something of a legend. To some 
extent this is due to an element of mystery 
about him, rare in a world where few artists 
remain remote for long: the aeroplane and 
the gramophone between them have seen 
to that. But the aeroplane has availed 
nothing in this instance; owing to the 
refusal of the Russians to allow Richter to 
tour abroad he has only been heard in 
countries belonging to the Soviet camp. It 
is an Iron Curtain indeed as far as he is 
concerned; and only the gramophone can 
slip through its crevices. One hears stories, 
too, of his eccentricities; and numbers of 
wildly different reasons are advanced to 
explain why he is denied the normal world 
career that belongs to Rostropovich, Gilels 
and the Oistrakhs. He has continually made 
promises; then countered questions with un- 
convincingly evasive comments about not 
having yet played in every Russian town, let 
alone Western ones; then (only last year) 
assured a Western newspaperman that he 
was expecting to be able to visit England 
shortly. But it is still only from records, and 
from boastful travellers, that we know him 
(I myself missed him by two days in Prague 
some months back). Now records can be 
notoriously misleading about an artist in 
the matter of covering up deficiencies. But 
they cannot add a tithe to his stature; and 
the ineradicable: impression gained by 
listening to all the records that have, by 
various strange channels, reached the West 
is of an artist who indisputably belongs 
among the great. 

Some of my colleagues have gone further 
and conveyed the image of a kind of super- 
man whose taste and understanding are as 
infallible as his fingers. This is emphatically 
not so: Richter is far too human an artist 
to escape his share of the faults that go with 
a definite personality. The personality is, 
however, curiously enigmatic. Partly this 
1s an impression caused by our incomplete 
knowledge of him; partly, I think, it is the 
result of a stern honesty of self-criticism that 
refuses to replace understanding with 
attractive misunderstanding—he will prefer 
leaving the music, in a sense, uninterpreted, 


“in the raw”, to providing the sensational 
sideshows which his fantastic technique and 
hypersensitive instinct for rubato must make 
a temptation. His latest record, of Mozart’s 
great D minor piano concerto, has some- 
thing of this about it (D.G.G. DGM18595). 
He has made no other Mozart recordings, 
nor have I heard from anyone who knows 
his Mozart playing: on the evidence of this, 
he is cautious of a work with such complex 
emotional life and is reluctant to credit an 
archetypal “‘classical” composer with such 
romantic apprehensions. Where Clara 
Haskil charges each phrase with a burden 
of meaning, Richter resigns from the con- 
flict; it is noble playing, but of an abstracted 
nobility that belongs more to, say, the C 
major concerto, K.503. The inappro- 
priateness of such plain treatment to this 
work becomes most manifest in the finale, 
where the little F major theme loses the 
feeling of heartrending skittishness, like a 
man whistling gaily with tears in his eyes, 
that arises from the contrast with the 
storming main theme. For different, and 
to me wholly baffling, reasons, there is a 
similar blankness of comment in his playing 
of Schumann’s concerto on D.G.G. LPM 
18597. I can only suppose that he finds the 
work considerably less interesting than most 
of Schumann’s other piano music (the finale 
is the least good part of his performance, and 
the weakest movement musically). For it 
was his Schumann playing that first drew 
our attention to him and that rocketed him 
instantly into his position of fame. The 
Introduction and Allegro Appassionato on the 
same record is a fantastic tour de force; the 
Novelette is fiery and poetic—reflective 
playing, with a heady romantic capacity 
for heightening the music’s expression; 
while he concludes with a performance of 
the difficult Toccata that seems to me ideally 
judged in its pace (less breakneck than the 
average keyboard athlete) and in_ its 
intensity of utterance with a piece by no 
means contrived merely for effect. DGM 
18355, the first Richter record to be issued 
in England, continues this tale of un- 
approached mastery. I cannot imagine a 
more deeply satisfying performance of the 
six Fantasiestiicke: the wonderful sense of 
rapt stillness in Das Abends and Warum?; 
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the incredibly brilliant fingerwork and 
swerving rubato. of Traumes Wirren; the 
shadowy, restrained emotional colouring of 
In der Nacht, a poetic refraction of the 
reserves of feeling the piece conceals; 
perhaps most impressive of all, the gentle, 
complete musical understanding that trans- 
figures the theme of Ende vom Lied into its 
beatific close after its first exultant power. 
The first of the Waldescenen, on the same 
record, declares his true musician’s gift of 
making the simplest musical gestures ex- 
pressive—in this case, it is the deceptively 
naive accompaniment figure that in fact, as 
Richter knows, underpins the whole ex- 
pression of the music. He can even—and it 
is a rare instance of him using his gifts to 
exalt a less good work—make purposeful 
the mechanically striding bass of the first 
movement of Tchaikovsky’s sonata (Parlo- 
phone PMA1044). His advocacy of this 
work, indeed, is so consistently potent as to 
risk damaging Tchaikovsky’s evident pur- 
poses: by giving more power and meaning 
to the Moderato than it seems to suggest, 
with an added intensity of feeling in his 
beautifully introspective playing of the 
Andante section as it finally returns, and by 
making the Scherzo dynamic as well as 
graceful, he overstresses the importance of 
these two central movements in the scheme 
—that is, if I understand aright Tchai- 
kovsky’s intention to balance the sonata’s 
proportions as he did those of his later 
symphonies, with two lighter movements 
between two more serious ones. 

This governing thoughtfulness of his 
interpretations does not make a cerebral 
artist of Richter—on the contrary, he shows 
a strong leaning toward the romantics. 
But integrity prevents him from using, for 
instance, the concertos of Rachmaninov and 
Tchaikovsky as nothing more than vehicles 
for his virtuosity; and a very able judgment 
of what one might call their emotional 
specific gravity sees to it that they, and 
lesser works, are not elevated by his treat- 
ment to a position of greater importance 
than they deserve in order to justify his 
preference—he is not the man to dress the 
Donizettis of the piano world as Wagner. 
This does not stand in the way of an unusual 
handling of Tchaikovsky’s first concerto; 
indeed, his avoidance of technical exuber- 
ance comes not from Russian prudery (as 
his coruscations elsewhere prove), but in 
support of a particular view of the work. 
He seems to see it (on Supraphon LPV242 
—a poor recording) as a work of greater 
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poetry than our Western Klaviertiger will 
allow. If we accept Schumann’s division of 
his own artistic personality into Florestan 
and Eusebius, this is very much a Eusebius 
performance. Richter even holds fire in the 
famous quadruple octaves of the first move- 
ment, and keeps himself strictly in check at 
the start of the finale, no doubt to emphasise 
the folk-song origin of the tune; his greatest 
emphasis is placed on such episodes as the 
poco meno mosso at letter E in the first move- 
ment, which is exquisitely played. That this 
is from carefully considered choice is. con- 
firmed by his detonations of the closing 
pages, and by his freely brilliant handling 
of the first two Rachmaninov concertos. 
Possibly he feels that the quality of easy 
charm and frank virtuosity he so fully dis- 
plays here is the only solution for Rachman- 
inov; whereas Tchaikovsky has something 
more considerable, more elusive of percep- 
tion, to offer. Certainly the quadruple 
octaves at the return of the Allegro scherz- 
ando in the second concerto completely out- 
shine those of Tchaikovsky’s work; in fact, 
the finales of both Rachmaninov concertos 
contain some of the most utterly dazzling 
piano playing to be heard since Horowitz. 
Here is al] Richter’s characteristic pace of 
thought, his breathtaking accuracy at top 
speed not only as regards the notes but in 
the tiniest detail of phrasing, vanishing 
almost before one has had time to delight 
in it. The second Rachmaninov is on 
D.G.G. LPM18596, and fills up with some 
excellently done Preludes; the first is on 
Parlophone PMA1037, and is backed with 
an odd performance of Bach’s D minor 
concerto—there is an impressive muscularity 
(as in the Franck Quintet on PMA1042), 
but it is not really his music, and he 
manages to justify the lugubrious tempe of 
the slow movement on his own terms, with 
great dignity of line, but not on Bach’s. 
The two Prokofiev concertos are much more 
successful. Richter was a great friend of the 
composer, and the dry brilliance of his 
playing in the first concerto (LPV250—an 
evil recording) and the steely precision of 
the rhythm in the Moderato of No. 5 (with 
the Mozart D minor on DGM18595) make 
one long to hear him in some Prokofiev 
sonatas—and still more in Shostakovich. 
The two records made publicly in Sofia 
are in a special category. For one thing, 
*flu was apparently raging through the city, 
and much of the time the pianist is discerned 
with difficulty through a dense barrage of 
abrupt Bulgarian coughs—a scarcely less 
bronchial recording is no help. Moreover, 
Richter himself is erratic. Philips ABL3301 
is a mixed. bag in every sense. The Schubert 
pieces, though played with chaste clarity, 
show that the relaxation and almost off- 
hand charm they need vanish under the 
concentration of this powerful artist; 
Chopin’s famous E major prelude is much 
more successful—the rubato is here made 
expressive of a more intensely felt emotion, 
and arouses the wish to hear him in more 
Chopin; the Liszt pieces.are immaculate, 
with a vein of fantasy that distinguishes the 
Prokofiev recordings behind the incredibly 
precise fingerwork. He captures ideally the 
very Lisztian moments in the second Valse 
Oubliée when fantasy suddenly wheels about 
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to become sanctimoniousness; and the per- 
formance of the D flat Etude Transcen- 
dentale, the Harmonies du Soir, is Richter at 
his greatest. Pictures at an Exhibition, due for 
release on Philips here in June, is likewise 
uneven; both pianist and recording improve 
as the work progresses. The opening pictures 
are mildly evoked—The Old Castle a bit 
novelettish, the Tuileries pretty rather than 
animated. Bydlo is swinging and forceful, 
but still not a faithful image of the lumbering 
cart and the weary lurching of the oxen. 
With the Chickens in their Shells the vein of 
fantasy returns; but the two Jews are 
weakly characterised. From then on Richter 
comes into his own: the Limoges scene is 
bright and vivid, the Catacombs and The Hut 
on Chicken’s Legs are in their varying ways 
absolutely terrifying; and The Great Gate 
of Kiev is, as one hoped, tremendously 
imposing. Richter, by the way, stresses the 
prayerful motive and the clangour of 
celebrating bells with understanding—the 
gate was not an entry into Kiev but (as 
Hartmann’s original picture shows) a huge 
ornamental affair erected to commemorate 
the escape of one of the Tsars from 
assassination. 

This is, tantalisingly, almost all the 
evidence we have on which to consider 
Richter. What is urgently needed now is 
a chance to hear his records of the greatest 
music in the repertory, on which he is wary 
of committing himself, it seems. We have 
practically no Mozart from him, only an 
exciting glimpse of his Chopin, no Beethoven 
at all—he is reported to have said that he 
does not consider himself yet ready for 
Beethoven, an attitude that must draw 
admiration in days when the air rings with 
striplings hammering their way through the 
notes of the Emperor. He seems to play little 
modern music apart from Prokofiev, though 
the fusty Soviet attitude to contemporary art 
must bear some blame for this (he has 
played some Bartédk; our leading Barték 
scholar, Colin Mason, reports disappoint- 
ment in Richter’s performance of the second 
concerto in Budapest). He could be capable 
of the one really great performance of Liszt’s 
sonata that seems to elude everybody. But 
what is needed still more than records is the 
reality they promise. How long must we 
wait before the Russians’ much vaunted 
interest in cultural exchanges takes the 
practical form of removing this restraint and 
allowing the world to hear one of its rarest 
artists ? 


Cziffra, Curzon and Bernstein 

A bout of concentrated listening to an 
artist of such musical depth as Richter 
inevitably colours one’s approach to other 
pianists. Even while prostrate before the 
virtuoso explosions of Gyérgy Cziffra in 
Liszt’s second piano concerto (H.M.V. 
Mono ALP1678, Stereo ASD301), I found 
myself wondering what Richter would have 
done with the work. Liszt’s contradictory 
character may never be solved by any one 
interpreter again—how maddening that the 
gramophone came just too late to catch the 
old Abbé himself. For here is one case 
where something more than study of the 
notes is demanded; and it is, really, as an 
incredibly brilliant purveyor of the notes 
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that Cziffra has his immediate strength and 
ultimate weakness. One cannot, of course, 
know whether Richter would feel the 
necessary fascination for Liszt, a sympathy 
for the highly charged but essentially root- 
less, easily lured soul that lay behind those 
kaleidoscopic devotions to keyboard, cloister 
and bed; but no-one who does not come 
under the spell, and perhaps to some degree 
share Liszt’s capacity for torment and 
consolation, will give us much more than 
fireworks. But first he must be able to enjoy 
the fireworks without making them seem 
capable of burning his fingers; and for this 
we must be grateful to Cziffra. The Grieg 
concerto on the reverse has already been 
argued about in these columns. I find 
myself siding more with Reviewer Mann 
than with Reader Fagan, though not quite 
for the same reasons. Instead of trying to 
elevate this small concerto to something 
big, Cziffra seems to me to be concentrating 
so hard on making it what he knows it to 
be, a lyrical piece, that he falls into the 
trap of overstating every point; he 
bruises every bloom by grasping it too 
tightly. I greatly prefer Clifford Curzon 
(Decca Mono LXT5547, Stereo SXL2173); 
he has the advantage of a Norwegian con- 
ductor, but in any case displays a more 
natural feeling for the colour and scent of 
the assorted melodies—flower metaphors are 
inevitable with this nosegay of a concerto. 

Bernstein’s latest venture is, as usual, 
superbly carried off. It was an excellent 
idea to couple two performances of light- 
hearted modern concertos, with the young 
master conducting from the keyboard, and 
his own style is a gripping defence of their 
modernity. As one would expect, he fastens 
joyfully upon the jazzery that Ravel with 
great inventiveness took into his style; but 
the composer’s triumph was that it still 
remained his own style. Bernstein, with his 
personal debt to jazz, handles this as too 
central an element in the music, with the 
result that Ravel is moved to one side in the 
first movement and we find ourselves con- 
fronted by Gershwin. Michelangeli’s per- 
formance of the Adagio, as well as of this 
movement, has greater poetry, but no-one 
can catch Bernstein in the Presto—this is 
stunning. Shostakovich’s second concerto 
is played straight, and with a bright friend- 
liness that makes it preferable to Viktor 
Kalabis on Supraphon (Philips Stereo 
SABL134). 





More on Richter 

From the issue of Soviet News dated 
April 7th we learn that Richter has 
recently made his first appearance 10 
Moscow for almost a year. His pro 
gramme included items by Beethoven 
and Chopin and coming plans include 
his performance with the Borodin Quartet 
of Max Reger’s Piano Quintet and 4 
study of Benjamin Britten’s piano works. 
He is reported to have told Soviet News that 
he found extraordinary freshness in Chopin 
and that once again he was infatuated with 
his ballads and études. He said thal 
his work on Beethoven’s sonatas was 
now a source of immense delight. 
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OTTO KLEMPERER 


By WALTER LEGGE 


ofr KLEMPERER will be seventy- 
five on May 14th. Columbia are 
celebrating the occasion by publishing on 
that day two records of orchestral excerpts 
from Wagner’s operas and music-dramas 
which show aspects of Klemperer’s art 
unfamiliar to the English-speaking world. 
His fame was first established as an operatic 
conductor and he was a man of nearly 
fifty before political exile in America com- 
pelled him to confine his musical activities 
to the concert hall for fourteen years. 

Since the time when practice proved that 
large musical forces could no longer be held 
together and directed from the harpsichord 
or by a violin-playing-leader, the great 
conductors have learned their craft and 
art in the opera-house. Klemperer began 
his career in 1907 at the German Opera in 
Prague, a theatre with a great tradition: 
Anton Seidl, Gustav Mahler, and Artur 
Nikisch had been there before him. It was 
a hard school. Then, as now in Central 
European opera-houses, the young con- 
ductor had not only to learn the current 
repertoire and to teach the solo singers and 
chorus their parts, but conduct off-stage 
choruses and bands and prepare per- 
formances for his seniors, The repertoire 
ranged from Mozart and Weber through 
Wagner and Verdi to Viennese operettas. 
At this period Klemperer thought nothing 
of alternating between Tannhduser and The 
Merry Widow, between Lohengrin and The 
Laundry Maid in Prague and escaping to 
Vienna and Munich to assist at the 
rehearsals of Mahler’s later symphonies. 


From Prague he went to the Hamburg 
Opera, then one of the best theatres in 
Europe. The company included two 
promising beginners, Elisabeth Schumann 
and Lotte Lehmann, who first attracted 
attention as Pages in Lohengrin under his 
direction. With Caruso as a guest artist he 
conducted performances of Martha, Carmen 
and La Bohéme. In 1914 he went to 
Strasbourg and from there as Musical 
Director to the Cologne Opera (1917-1924). 
The spread of his international fame began 
in the later years of this appointment. He 
conducted Fidelio, Tristan and Tannhduser 
n Barcelona in 1920; Siegfried in Rome in 
1923; Carmen in Moscow and Leningrad in 
1924 and 1925. 

An invitation to join the Berlin State 
Opera in 1924 he declined in favour of 
Musical Directorship of the Wiesbaden 
Opera, but in 1927 Klemperer accepted 
the Directorship of the Kroll-Oper in 
Berlin. This was the most controversial 
period of his career. At that time Berlin 
was the musical capital of the world. 
There were three opera houses: The 
‘Staatsoper, Unter den Linden, the 
‘Stadtische Oper’ in Charlottenburg and’ 
the ‘Kroll-Oper’, each playing seven times 
a week, ten months a year. The musical 
directors were respectively Kleiber, Bruno 
Walter and Klemperer. Furtwangler was 
Director of the Berlin Philharmonic Orches- 


tra, and when Siegfried Ochs died in 1928, 
Klemperer was invited to reorganize and 
direct the Philharmonic Chorus. 

The older theatres concentrated mainly 
on the established repertoire. Klemperer, 
working on a much smaller subvention, 
built up a repertoire of forty-four works 
ranging from Gluck’s Orphée through 
Wagner, Verdi and Offenbach to Janacek, 
Schonberg, Stravinsky and Hindemith. 
Under his direction the Kroll-Oper became 
the most vital experimental opera-house in 
the history of the art. Stimulated by his 
experience of the Russian theatres and in 
particular Stanislavsky’s adventurous 
achievements Klemperer collected around 
him the most brilliant avant-gardists of the 
German theatre. The originality of his 
productions, his unconventional treatment 
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of the standard repertoire and the high 
percentage of contemporary music aroused 
violent antagonism not only from the 
critics but from various political parties. 
The theatre was closed in 1931. He 
continued to conduct at the Staatsoper 
until February 1933 but in the following 
month on the seizure of power by the 
National Socialist Party, his contract was 
summarily cancelled. 

Two months previously President von 
Hindenburg had presented Klemperer with 
the Goethe Medal for his services to German 
culture. In February he conducted a new 
production of Tannhduser: Adolf Hitler 
was in the audience. Less than a month 
later Klemperer’ was a_ refugee in 
Switzerland. 

From 1933 until 1947 Klemperer con- 
ducted no opera. He had already been to 
New York in 1926 and 1927 as guest 
conductor of the New York Symphony 
Orchestra and in 1933 he was appointed 
Musical Director of the Los Angeles 


Symphony Orchestra. In 1937 he founded 
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the Pittsburgh Orchestra. For all the 
honours conferred upon him (Occidental 
College, Doctor of Law, h.c. 1936, and the 
same title by the Universities of California 
and Los Angeles in 1937), and his close 
friendship with his neighbour Arnold 
Schénberg, the years of exile were years of 
tribulation. Possibly as the result of a fall 
from the rostrum during a rehearsal with 
the Leipzig Gewandhaus Orchestra in 
February 1933 a brain tumour developed, 
the treatment and removal of which 
caused long periods of inactivity and 
finally left him lamed and partly paralysed. 
In 1947, at the invitation of Dr. Todt, 
the Director of the Budapest Opera and 
husband of the pianist Annie Fischer, 
Klemperer returned to Europe as Musical 
Director of the Budapest Opera. In three 
years he built up a remarkable ensemble and 
himself conducted and produced the five 
great Mozart operas, Meistersinger, Tann- 
hduser, Lohengrin, Fidelio, La Traviata and Tales 
of Hoffmann. During this period he also gave 
concerts in the principal European cities. 
His close association with London began in 
1951 when he conducted the first two 
concerts given by the Philharmonia Orches- 
tra in the newly-opened Royal Festival 
Hall. The realization of plans for close 
collaboration between Klemperer and 
this orchestra was delayed by a fall at 
Montreal Airport. A multiple fracture 
of the femur immobilized him for sev- 
eral months and for the next years 
Klemperer was compelled to conduct 
sitting, a posture which would have been 
an even greater handicap for a man of less 
imposing stature. The improvement in his 
physical condition suffered further set- 
backs in winter 1954-55, when he had to 
undergo two major operations in quick 
succession. But again his superhuman will 
triumphed and within three months he.was 
conducting a Beethoven cycle with the 
Concertgebouw Orchestra and concerts 
with the Philharmonia in London. During 
a studio performance of Don Giovanni in 
May 1955, at the first entry of the trombones 
(Shaw’s “sound of dreadful joy to all 
musicians”) Klemperer suddenly rose un- 
aided to his full height and conducted the 
remainder of the performance standing. 
Settled, with a home in Zurich, 
appreciated and esteemed in London and 
Amsterdam as no “foreign” conductor had 
ever been, it seemed that Klemperer had 
achieved the security and serenity that had 
eluded him throughout his embattled 
career. No season had looked rosier than 
1958/59. He was due to conduct for the 
first time at the Leeds Triennial Festival; 
he was to give a series of twenty-one concerts 
with the Philharmonia Orchestra—a con- 
spectus of his mastery from Bach through 
Haydn, Mozart, Beethoven and Brahms to 
Bruckner and Mahler; he was to conduct 
Tristan und Isolde in a new production by 
Wieland Wagner at the Holland Festival 
and, to crown the year, to conduct for the 
first time in Bayreuth—Die Meistersinger. 
But misfortune had not finished with him. 
Recuperating from a mild attack of 
bronchitis he fell asleep while smoking in 
bed. Waking in smouldering bedclothes 
he clutched at the nearest liquid which, 
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it was later discovered, had been spirits of 
camphor. Only those who knew the awful 
will with which he had overcome previous 
afflictions believed he could survive the 
burns and shock. For nine months the 
outcome was uncertain. Then, with some 
wounds still unhealed, he travelled against 
all advice to Holland to prepare Tristan. 
After a week of rehearsals which Wieland 
Wagner told me “showed me for the first 
time how Wagner could sound”? Klemperer 
collapsed and was taken back to Switzerland 
for further skin-graftings and treatment. 
At last, in September 1959, he conducted 
again: two concerts with the Philharmonia 
Orchestra at the Lucerne Festival. To 
honour his return I appointed him principal 
conductor of the Philharmonia Orchestra 
for life. 

Klemperer was already musical head of 
the Hamburg Opera before he conducted 


in 1911 his first important orchestral 
concert. ‘The Symphony was Mahler’s 
Fourth. In 1911 he conducted the 


*‘Eroica” in Mannheim, but it was not 
until 1919 when he took over the concerts 
of the Cologne Opera Orchestra that his 
fame as a symphonic conductor was firmly 
established. His programmes of the period 
show the catholicism of his taste and the 
interest in contemporary music which made 
him a storm-centre until he was forced to 
leave Germany. In those years he was the 
most active champion of Schénberg and 
Stravinsky, Webern and Janacek, Hinde- 
mith and Barték, Weill and Krenek. Even 
today there is no man of his generation and 
comparable eminence so deeply interested 
and well-informed of contemporary musical 
trends. 

“Incomparable” is a word frequently 
used to describe Klemperer’s art: the man 
himself is incomparable. He is a giant 
whose towering frame, powerful physique 
and relentless will have withstood adversity 
like an ancient oak. The man and the 
artist are a twin manifestation of an 
uncompromising, daemonic will and 
integrity unchanged by age, adversity and 
suffering. He is a man of few but trenchant 
words whose mordant wit seems a bizarre 
amalgam of Swift and Groucho Marx, but 
is, in fact, laconic expression of a basic 
truth. 

It is his obsession with truth that makes 
him the great interpreter. For Klemperer the 
score is Holy Writ and his obedience to the 
composer’s text is the very antithesis of the 
artifices by which too many conductors in- 
trude their own personalities between the 
composer and the listener. Klemperer departs 
from the detail of the text only when he is 
convinced that either the manuscript does 
not exactly convey what the composer 
really wanted, or when subsequent develop- 
ment in the structure or carrying power of 
present-day instruments automatically leads 
to a misinterpretation of the composer’s 
intentions. Earlier in his career he used in 
turn the Wagner, Mahler and Weingartner 
retouchings of the scoring of the problematic 
passages in the Beethoven Symphonies. 
After more than half a century of wrestling 
with these problems the only luxuries he 
now indulges in the nine Beethoven 
Symphonies are the doubling of the piccolo 
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in the last movement of the Fifth Symphony 
and the doubling of the woodwind parts in 
the tuttis of the second and fourth move- 
ments of the Ninth. Otherwise the adjust- 
ments are in dynamic markings to make 
clear the span and detail of musical 
architecture. 

The logical corollary of Klemperer’s 
preoccupation with the composer’s text, 
his long practical experience of conveying 
his will and intentions by Spartan economy 
of word and gesture is the extraordinary 
suggestive power he radiates. He does not 
ask more of the orchestral musician than 
that he should play exactly what he sees in 
the notes in front of him, with meticulous 
attention to detail of note values, rhythm, 
phrasing, intonation, dynamics, beauty and 
intensity of tone. 

By some inexplicable alchemy, decep- 
tively undemonstrative, Klemperer restores 
to the clumsy hieroglyphics we call musical 
notation—black shapes on white paper— 
the incandescent glow they had in the 
composer’s mind in the ecstatic agony of 
creation. 

* * * 


The Records 


Ts pressings of the four Wagner sides, 
which Columbia are publishing in 
connection with Otto Klemperer’s 75th 
birthday, were not available in time for 
Tue GRAMOPHONE’s May deadline. How- 
ever, by the courtesy of E.M.I., I was able 
to listen to the finished tapes of them all at 
the recording studios in St. John’s Wood. 
This account is to be taken only as a 
reviewer’s preliminary canter, not as a 
regular First Review. 

Klemperer was a noted Wagner con- 
ductor earlier in his career, though he 
recorded (as far as I can see from WERM) 
only the Siegfried Idyll and the Prelude to 
Tristan with Wagner’s concert ending; 
we have to remember that in his Berlin 
years Klemperer’s reputation was as a 
brilliant and stubborn champion of new 
music in the opera house and concert hall 
alike. Some London concertgoers will 
remember the Philharmonia concert a 
few years ago at which Dr. Klemperer 
conducted a_ generous. selection of 
Wagnerian orchestral selections. 

I hate the bleeding chunks myself, 
and am always wretched when the Prelude 
to Act 3 of Lohengrin, or the Overture to 
Meistersinger, ends with a thump just as its 
logical consequence on stage is in earshot. 
They are both here, and so is Siegfried’s 
Funeral March which does the same thing. 
Nevertheless I heard these four sides-worth 
with intense absorption and invigoration. 
The intensity that Klemperer has shown 
in Beethoven and the spacious, nobly 
shaped structures that he shows us in 
Bruckner’s symphonies are to be sensed in 
his conducting of Wagner too. Points in 
these readings which particularly struck 
me were the powerful line sustained over 4 
majestic tempo in the Prayer melody at the 
beginning of the Rienzi overture; the 
weight and vividness of the storm music in 
the Flying Dutchman overture; the exquisitely 
atmospheric haze on the string tone as the 
Pulse of Life theme hovers round the 
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Pilgrims’ Hymn at the reprise of the 
Tannhduser overture; marvellously poised 
string sound in the opening and closing 
pages of the Lohengrin prelude; the lilt of 
the trio in the prelude to the third act of 
that opera, and in the Apprentices’ slow 
German waltz from Die Meistersinger; the 
comic would-be-dignified strut of the same 
Apprentices in the overture to the opera; 
and the soaring, spiritual quality of an 
unusually forward-moving Liebestod. (Who 
says Klemperer’s tempi are all slow?) 
Throughout the four sides, too, I was 
overwhelmed by the beauty and almost 
tangible presence of the woodwind and 
brass sound; both are very forward, and 
often more vivid than the strings whose 
quality, on tape and through this particular 
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pair of E.M.I. speakers, seemed less silken 
than in life on several of these bands. 

No doubt it will all sound quite different 
when I hear the discs on my own equipment 
at home. But as music making, and 
recorded sound, the tapes promise some 
stunning aural experience. W.S.M. 





WAGNER. Rienzi: Overture. Der Fliegende Hollander: 
Overture. Tannhduser: Overture. Lohengrin: Prelude 
to Act 1 (383CX1697 and SAX2347); Prelude to 
Act 3. Die Meistersinger von Niirnberg: Overture; 
Dance of the Appreutices. Tristan und Isolde: 
Prelude and Liebestod. Die Gétterdimmerung: 
Siegfried’s Funeral March (33€X 1698 and SAX2348). 
Philharmonia Orchestra conducted by Otto 
Klemperer. Columbia Mono 33CX1697-8: %&Stereo 
SAX2347-8 (two 12 in., 60s. plus 19s. 6d. P.T.). 
These records are available in Presentation Box with 
illustrated booklet and are issued to celebrate Dr. 
Otto Klemperer’s 75th birthday. The records may 
be purchased separately. 








BRUNO WALTER NEWLY RECORDS 
THE NINE BEETHOVEN SYMPHONIES 


T= issue of Beethoven’s symphonies on 
records performed by a famous conductor 
isan event and, when that conductor is one 
whose career began when Brahms and 
Tchaikovsky were still alive, the event 
becomes doubly interesting and important. 
Bruno Walter’s new recordings of these 
works have become almost legendary, and 
music-lovers have been eagerly awaiting 
their appearance in this country. It is 
indeed good news then to hear that Philips 
are releasing the Eroica and the Pastoral this 
month, to be followec later by the other 
seven symphonies. 

Dr. Walter’s career spans sixty-six years of 
conducting; his love and enthusiasm for 
music undiminished, he maintains his life 
“has been blessed and made happy by 
music”. He has that humility of approach 
to his art possessed only by the great, and 
his foremost aim has always been fidelity to 
a composer’s true intention. To quote his 
own words: “Conducting is not inter- 
pretation. Conducting is not to tell the 
musicians how to play. They know. 
Conducting—I say that conducting must 
be a moral influence; it affects the 
musicians’ conscience. The same orchestra 
can play very badly; every orchestra plays 
badly sometimes, or it can play very well.” 



































Although not primarily interested in the 
technique of recording, Dr. Walter has not 
been slow to grasp the possibilities of stereo 
and regards this new technique as a great 
step forward since the days of his 78 r.p.m. 
records. At the advanced age of eighty- 
three he is still engaged in re-recording his 
entire repertoire from Mozart to Mahler 
for stereo. 


The Beethoven series, started in 1958, was” 


made in Los Angeles, in a building notable 
for its acoustic properties, and only a short 
drive from Dr. Walter’s home. (Illness has 
made it difficult for him to travel.) A 
magnificent orchestra had been assembled, 
the players comprising top men in their 
respective fields, representing some half- 
dozen leading orchestras in the country. 
Nine of the thirteen first-chair positions 
were filled by players from the Los Angeles 
Philharmonic, and top-grade film orchestras 
like the Paramount Recording Orchestra 
and the M.G.M. Recording Orchestra 
supplied members to swell the ranks. 
Rehearsals took place before actual 
recording at each session, and this proved 
to be remarkably effective. Because of 
Dr. Walter’s vast experience with many 
orchestras, his untiring patience, good 
humour and innate feeling for every detail, 
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it was possible to replace the tensions 
normally experienced at recording sessions 
by mutual understanding and a general 
desire to give of one’s best. Because an 
atmosphere of concentration was rapidly 
built up it was often possible to record 
complete performances, and not fragments 
which required subsequent assembly. Thus 
we have a true picture of Bruno Walter’s 
art, without “tricks” or tampering. 

This series is a magnificent example of a 
truly great conductor’s work, a culmination 
of many years’ experience united to a deep 
musical sensibility, natural melodic sensi- 
tivity, and a mature vision. 

Quira CHAVEZ 
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A superb interpreter of Beethoven... 


BRUNO 
WALTER 
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g = > Lo) (oy. 
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Symphony No. 3 in E flat, Op. 55 
(‘Eroica’) 





Symphony No. 6 in F, Op. 68 


(‘Pastoral’) 


SABL 132 SABL 133 





both with The Columbia Symphony Orchestra 


Two more new stereo releases: 





LEONARD iMUSICI 

layin 
BERNSTEIt et i 
conducts New York Philharmonic in sai! : 
TCHAIKOVSKY’S Concerto for Violin and String 


Orchestra in E, BWV 1042, with 
Felix Ayo (Violin). 


Concerto for Violin and String 
Orchestra in A minor, BWV 1041, with 
Roberto Michelucci (Violin) SABL 142 


SYMPHONY No. 4 


in F MINOR, Op. 36 
SABL 122 
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PHILIPS RECORDS LTD., STANHOPE HOUSE, STANHOPE PLACE, LONDON, W.2 
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‘‘*THE CONSENSUS WE ARE NOW ABLE 
& REVIEW’’ TO OFFER 
A Monthly Journal Consisting of Two Sections the following records of interesting and esoteric music: 


RS 1 Purcell: The Indian Queen. 


““THE CONSENSUS”’ RS 6 Stravinsky: Symphony in 3 mvts/Firebird. 


These pages condense hours of meticulous research by RS 10 Haydn: Lord Nelson Mass. 
our panel into the value of all important expressed RS 19 Schultz: The Resurrection. 
opinions (plus our own in the Review Section) RS 24 Pergolesi: La Serva Padrona. 
of each new recording. We are therefore RS 26 Fauré: Piano Quartet /Cello Sonata. 
convinced that the ratings given in the “Consensus” RS 29 Des Pres: Missa Hercules Dux Ferrarial! 
represent the true and exact worth of every Miserére/La Bernardina. 
record listed. RS 30 Haydn: Symphonies 73/88. 


RS 33 Busoni: Fantasia Contrappuntistica. 
RS 34 Bach: Cantatas Nos. 82 and 159 (also available 


‘“*THE REVIEW’’ 





Concise, pithy and to the point, independent critiques in Stereo). 

of the new records together with summarised 12” 33/6 EACH 
ratings which evaluate performance and interpretation RS 5(X) Prokofiev: Cello Concerto. 

with separate evaluation of recording. RS 9(X) Stravinsky: Dumbarton Oaks/ Roussel: Piano 
Published monthly, 14/6 annual subscription (includes postage to any Concerto. 
part of the world). Single copies 1/- (+ 3d. postage). 10” 23/11 EACH 
. . 
STAVE-SLEEVES 


in Quadruple-Thickness Polythene (6/- 12”, 5/- 10”, 3/6 7” doz. + 6d. under £1) 
Stave Paper and Polythene Window Inner Sleeves (6/- 12”, 5/- 10” doz. + 6d. under £1) 
Stave ‘‘Low Mass” Diamond Stylus (82/6 Home, 67/6 Overseas) 


* 
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WE ALSO SUPPLY 
Stave 2nd Grade Low Mass Diamond Stylii 34/6 each 
Broadcaster Diamond Stylii 35/9 each 
Garrard GC 2, 8, 10 Diamond Stylii 28/6 each 
Goldring Diamond Stylii 28/6 each 
(OVERSEAS ORDERS FOR ABOVE LESS TAX) 
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8 DEAN STREET OXFORD STREET LONDON WI GERRARD 2757 
Suppliers to Educational Authorities and Professional Bodies all over the World 


Contractors to H.M. Forces Overseas 
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OVERSEAS WE STOCK 
COLLECTORS 


Did you know that the efficiency and speed which we 


EVERY 


offer in regard to the supply of 


GOOD RECORD 


Records and Equipment is materially assisted 





by the fact that we hold an official it (i 
aaemegutndnnsnnete a eb and guarantee all discs unplayed, doubly inspected, 
regard to Tax-Free purchases) which enables our 


organisation to deal with the whole process Stave-Sealed in our exclusive quadruple thickness 
ourselves, from your initial order, inspection, sealing, 


sal ’ hich fit di d d 
I packing, insurance, despatch through to delivery at penptnne Save een tae aia ee a, 


destination? sleeve, thus ensuring complete protection of the 
THESE FACTS mm NOT APPLY TO whole from dirt and dust), dated and signed. 
* MANY SOURCES OF SUPPLY 
* POST FREE IN THE UNITED KINGDOM 
And of course, double inspection by our lighted 
magnifying viewers, Stave-Sealing, and the Stave Where requested records will be treated by the 


no 
Guarantee of unplayed records and perfection are 


QUITE UNIQUE 


* * 


Parastat Process 





OVERSEAS ORDERS ARE SENT TAX-FREE 
and all charges free for orders of £5 and over. Wooden boxes are used in appropriate 
instances where the order amounts to £10 and over. All first-class Equipment sent 


Tax-Free all over the world. 
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= SECOND-HAND DEPARTMENT = 
= We purchase and sell slightly used L.P.’s for best prices. Send discs or write = 
= for quotation. We are also pleased to take your slightly used records in part- = 
= exchange with our Incomparable Stave-Sealed new discs on Generous Terms. = 
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CLASSICAL CAMEOS © 


ontan 


GFFSOG 


6/112 ... 


7 45 rpm. 


— the lowest priced 
classical records today. 


Astonishing playing 
time and value. 


Including many works 
ideally suited toa 
record of this size — no 
unwanted “‘fill-ups "’. 


Supreme artists: 
Beecham, Stern, 
Ormandy, etc. 





The GRAMOPHONE 


Overture: 

THE HEBRIDES 
(Fingal’s Cave) 
(Mendelssohn) 


The Royal Philharmonic Orchestra 
conducied by 
Sir Thomas Beecham, Bart., C.H. 

EFF 517 


“CARMEN”, Act 1 
Habanera and Seguidilla 
(Bizet) 


Rise Stevens (Mezzo-soprano) 

The Metropolitan Opera Orchestra and 

Chorus conducted by George Sebastian 
EFF 519 


ESPANA 
(Chabrier) 


The Royal Philharmonic Orchestra 
conducted by 
Sir Thomas Beecham, Bart., C.H. 

EFF 521 


INTRODUCTION & RONDO 
CAPRICCIOSO, Op. 28 
(Saint-Saéns) 


Isaac Stern (Violin) 
The Philadelphia Orchestra 
conducted by Eugene Ormandy 
EFF 510 


THE “NUTCRACKER” SUITE, 
Op. 7ia 

Waltz of the Flowers 
(Tchaikovsky) 


The Rochester Philharmonic Orchestra 
conducted by Erich Leinsdorf 
EFF 508 


HUNGARIAN DANCES: 
No. 5 and No. 6 
(Brahms) 


The Vienna Symphony Orchestra 
conducted by Rudolf Moralt 
EFF 500 


Fontana Records, Stanhope House, 


May, 1960 


ETUDE in C minor, Op. 10, 
No. 12 (Revolutionary) 
(Chopin) 

NOCTURNE in F sharp, Op. 15, 
No. 2 

(Chopin) 

Adam Harasiewicz (Piano) EFF 503 
Waltz from SERENADE FOR 
STRINGS, Op. 48 
(Tchaikovsky) 

Waltz from “THE SLEEPING 
BEAUTY” 

(Tchaikovsky) 


The Vienna Symphony Orchestra 
conducted by Karel Ancerl EFF 505 


“LA GIOCONDA" 
Dance of the Hours 
(Ponchielli) 


The Columbia Symphony Orchestra 
conducted by 
Sir Thomas Beecham, Bart., C.H. 


EFF 515 
Waltz: MORNING PAPERS, 
Op. 279 
(Strauss) 


The Royal Philharmonic Orchestra 
conducted by 
Sir Thomas Beecham, Bart., C.H. 

EFF 516 


Overture: 
“DIE FLEDERMAUS”", Op. 362 
(Strauss) 


The Cleveland Orchestra 
conducted by George Szell EFF 524 


Overture: 
“THE THIEVING MAGPIE" 
(Rossini) 


The Cleveland Orchestra 
conducted by George Szell EFF 52 


Overture: 
OBERON 


(Weber) 


New York Philharmonic 
conducted by George Szell EFF 520 


Stanhope Place, London, W.? 
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The GRAMOPHONE 


ANALYTICAL NOTES 
by AND FIRST REVIEWS 


DERYCK COOKE ROGER FISKE 


ALEC ROBERTSON LIONEL SALTER 





* indicates a stereophonic recording 


ORCHESTRAL 


ADAM. Giselle Ballet—excerpts. Vienna 


Symphony Orchestra conducted 
by Paul Walter. Fontana Mono 
CFE15053 (7 in., Ils. plus 3s. 7d. 
PP). 


Excerpts: Variation de 
Giselle; Galop General; Valse; Danse general; 
Pas de deux; Pas de Myrthe; Final. 


This is a breathless sequence of snippets 
from Giselle. ‘The tempi are wrong, the 
texture is limp and heavy, there is no sense 
of dramatic nor expressive timing, the 
intonation and ensemble of the strings are 
well below the expected standard of the 
V.S.O., and the sound is cramped until it 
stops, when the hall reverberates at length. 
There is a scrappy, meaningless, and 
probably unintentional, repeat of a short 
passage from the middle of No. 10 (Myrtha’s 
Dance) before the excerpt from the finale. 
The record does not indicate whose orches- 
tration is used. W.S.M. 


Marche des Vignerons; 


BACH. Brandenburg Concertos Nos. 
1-6, BWV1046-51. . Yehudi Menuhin 
(violino piccolo, violin and _ viola), 
Patrick Ireland (viola), Janet 
Craxton, Michael Dobson, Richard 
Morgan (oboes), Barry Tuckwell, 
James Quaife (horns), Archie 
Camden (bassoon), Dennis Clift 
(trumpet), Richard Taylor, 
Christopher Taylor (recorders), 
Elaine Schaffer (flute), Ambrose 
Gauntlet, Dennis Nesbitt (viole da 
gamba), Derek Simpson (’cello), 
Eugene Cruft (double bass), George 
Malcolm (solo harpsichord), Kinloch 
Anderson (harpsichord continuo). 
Directed by Yehudi Menuhin. 
H.M.V. Stereo ASD 327-8 (two 12 in., 
60s. plus 19s. 6d. P.T.). Mono: 
ALP1755-6 (1/60). 


Philomusica, Dart (3/59) SOL60005-6 
S.C.O., Munchinger (8/59) SXL2125-7 


Re-hearing Menuhin’s Brandenburgs in 
stereo has been a most rewarding experi- 
ence. These exceptionally musical and 
inielligent interpretations sound at their 
best in these new pressings, and since the 
ensemble is never very large the illusion of 

real concert can emerge with vivid 


TREVOR HARVEY 
MALCOLM MACDONALD . WILLIAM S. MANN . 


PHILIP HOPE-WALLACE 
JEREMY NOBLE . ANDREW PORTER 
DENIS STEVENS ROGER WIMBUSH 


clarity from good equipment placed against 
a wall between 15 and 20 ft. in length. 
We really feel that the musicians are with 
us, and the various concertante soloists can 
be easily detected in their relative positions 
on the “stage”. The violin, flute, bassoon, 
viola, and harpsichord are exceptionally 
well recorded, but I was also impressed by 
the clear though never over-penetrating 
sound of the recorders in No. 4, and the 
trumpet in No. 2. The _ problematic 
balance of No. 1 seems to be completely 
convincing in stereo, for the horns enjoy 
their own halo without spoiling the general 
texture of the tutti. In the trio sections of 
the Minuet the woodwind and horns are 
incredibly life-like. In a word, this stereo 
version confirms my belief that this set is 
in a class entirely of its own. D.S. 


*BACH. Violin Concertos. (a) 
BWV1041 in A minor; (6) BWV1042 
in E major. (a) with Roberto 
Michelucci (violin), (4) with Felix 
Ayo (violin), both with I Musici. 
Philips Stereo SABL142 (12 in., 30s. 
plus 9s. 9d. P.T.). 

If you buy concerto records for the sake 
of the soloist, you won’t be much interested 
in this one. But if you would like to hear 
two Bach concertos played as Bach wanted 
them played, then this record is a “must”. 
These are by far the most successful and 
delightful performances of these works in 
the eighteenth-century style that I have 
ever heard. They can, of course, be success- 
fully played by a great virtuoso soloist 
standing out from his fellow musicians and 
delighting us by a personal and individual 
“performance”. But Bach wrote these 
concertos for a private band in days when 
virtuoso soloists were scarcely known; the 
solo parts were played by members of the 
band in the normal course of their duties, 
and there was almost a sense of anonymity 
about their performance. I Musici are 
ideally constituted to recapture this attitude, 
and the recording engineers have supported 
them with splendid judgement. The soloists 
(it is a different member of the group for 
each concerto) sound as though they are in 
the band and not right out in front of it, 
with the result that many passages which 
never normally sound right on records, do so 
on this one. The soloist’s last semiquaver 
passage in the A minor and his part from 
bar 57 onwards of the E major first move- 
ment should sound like accompaniments; 
on every other recording they drown or 
partly drown the tunes on the orchestra. 
Here the effect is ravishingly right, and you 
feel you are hearing these passages for the 
first time. The balance is wonderfully good 
in other ways too; for instance at the start 
of the two slow movements, in which the 
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bass instruments have a strength and 
solidity sadly lacking in the recent Menuhin 
mono recording. Indeed there is a good 
solid bass all through, a rare virtue on 
records these days, and plenty of harpsi- 
chord, and trills added in all the right 
places, and semiquavers played on the 
string in the eighteenth-century way. 
I am inclined to prefer the soloist in the 
E major, if only because his intonation is 
superior. He plays the two adagio bars in 
the first movement unaccompanied, and 
though this is how Bach wrote them, it is 
very hard to believe he wanted the harpsi- 
chord silent at this point; the chord 
progression without it is too unsatisfying. 
But this is a tiny detail. Both soloists, and 
indeed the whole group, play both concertos 
with a quite remarkable sense of style, and 
yet with grace and vitality. I haven’t 
enjoyed anything so much for a long time. 
And the quality is superlative. R-F. 


*BARTOK. Concerto for Orchestra. 
Two Portraits, Op. 5 (solo violin: 
Steven Staryck). Royal Philbar- 
monic Orchestra conducted by 
Rafael Kubelik. H.M.V. Stereo 
ASD312 (12 in., 30s. plus 9s. 9d. P.T.). 
Mono: ALP1744 (11/59). 


Concerto for Orchestra: 
Bamberg S.O., Hollreiser (6/59) STPL 10480 

‘It will be interesting to hear how much 
improvement is noticeable in the stereo 
version, when that is released”. That is 
what I wrote last November, implying that 
the mono version was so good that the 
stereo could not be much better. Well. 
here it is, and in fact it is magnificent, 
The engineers have done a really superb 
job of capturing every detail of Barték’s 
score and at the same time keeping a 
natural balance for the orchestral sound as 
a whole. There can be no doubt that the 
directional definition of stereo does help 
to make the various strands separate out 
even more clearly than before, and in fact 
this is one of the records I should choose 
if I wanted to demonstrate the benefits of 
stereo to a sceptical friend. 

I wrote in some detail about Kubelik’s 
performance when I reviewed the mono 
version, finding it perhaps a shade less 
idiomatic than Fricsay’s, but very attractive 
and well-conceived for all that, and of 
course very much better recorded. My 
comments on the brass-playing stand, but 
the second trumpet lead in the finale is 
certainly more audible now. Altogether 
this is a very highly recommended issue. 





BAYER. Die Puppenf pts. 
Vienna Symphony Orchestra con- 
ducted by Paul Walter. Fontana 
Mono CFE15052 (7 in., 11s. plus 3s. 7d. 
Pes). 


Excerpts: Waltz; Tyrolean Dance; 
Dance; Spanish Dance; Japanese Dance; 
Harlequin; Various Dolls; Pierrots with cymbals; 
Tyrolean Dance; Laughing Dolls; March; Galop; 
Waltz. 


Joseph Bayer (1862-1913) was director of 
ballet at the Vienna Court Opera, and 
The Fairy Doll was his most famous ballet, 
first performed at Munich in 1895, and 
revived in St. Petersburg in 1906 with new 


c 


Chinese 
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choreography. This was the version which 
Pavlova took over and performed widely; 
it is remembered with horror by older 
ballet-goers, but perhaps with pleasure by 
those for whom it was the only occasion of 
seing Pavlova dance. Its greatest claim to 
fame is, no doubt, that Massine adopted the 
plot (but not the music) for La boutique 
fantasque. 


Anyhow, for those with pleasant memories 
of The Fairy Doll, and for complete students of 
the history of ballet music, here is a selection 
from Bayer’s score. The waltz is rather remin- 
iscent of Johann Strauss II, the Harlequin’s 
Dance of Sullivan, the Galop of Offenbach. 
The Chinese Dance, as far as I can see, is 
a polka, and the Japanese shuffle to a dainty 
waltz; even the Spanish dolls have a waltz 
with obbligato castanets. The heading 
“Various Dolls” is a mystery, and I suspect 
a mythical one, or a general heading. 
There it is, rather primitive, played without 
much refinement, but certainly not dull. 

W.S.M. 


BEETHOVEN. Symphonies. Symphony 
No. 1 in C major, Op. 21; Symphony 
No. 9 in D minor, Op. 125, “Choral”. 
Ingeborg Wenglor (soprano), Ursula 
Zollenkopf (contralto), Hans- 
loachim (tenor), Theo Adam 
(bass-baritone), Leipzig Broadcast- 
ing Chorus (Chorus-Master: Dietrich 
Knothe), Gewandhaus 
Orchestra conducted by Franz Kon- 
witschny. Fontana Mono CFL1054-5 
(two 12 in., 60s. plus 19s. 6d. P.T.). 
Points of interpretation may be arguable 
but what is incontrovertible about this latest 
version of the 9th is that the range of sound 
is too limited. And that, I need scarcely 
point out, is a particular disadvantage to 
Beethoven’s music. How much the con- 
ductor is to blame and how much the 
recording engineers, I leave them to decide; 
the record buyer is really only interested in 
what comes out of his loudspeaker. The first 
movement shows the fault particularly 
clearly. Do your best to make the opening 
sound pp and sotto voce (as it is marked) and 
you won’t get much of a blaze of sound at 
the great D major climax; go all out for the 
climax and your opening will be a full mf, 
as prosaic as can be. This is a great pity, for 
the sound itself is good, with excellently clear 
orchestral detail. It’s a “hall” acoustic 
(rightly so) and string bass pizzicati do 
sound a bit rumbly but the woodwind are 
looked after remarkably well, always to be 
heard, yet always in perspective. The 
double bass line, when it leaves the ’cellos, 
is also extremely well handled. 


The performance itself? Well, judging 
by what comes out of my speakers (which 
means that the limited range of sound 
doesn’t help), I can’t pretend that it comes 
near to displacing Klemperer from the top. 
Konwitschny isn’t inside the music in the 
same way, his interpretative touches are 
often mechanical—such as the momentary 
break before the great climax already 
mentioned. This is meant to emphasise the 
outburst, of course, and the fact that it 
doesn’t do so here may not be his fault—but 
is it necessary, anyway ? 
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What I cannot allow is the anticipation 
of those ritenuto markings, precisely written 
over exactly three semiquavers in the score, 
and, even more, the impertinent contra- 
diction of Beethoven’s a tempo indications 
between them towards the end of the 
movement. An interpreter may fairly take 
a liberty on the grounds that a composer 
may have just not thought of marking it in; 
what he may not do is deliberately to 
“correct” markings that have quite obvi- 
ously been most carefully inserted. And is 
a rallentando over the last three bars a good 
idea? Surely they want to be rammed home 
a tempo. (However, I’m prepared to leave 
anyone to argue about that.) 

The scherzo suffers deplorably from the 
lack of real dynamic contrasts and the 
rhythm isn’t steady enough for my liking. 
It gets hurried when the music is loud and 
exciting, steadies down elsewhere. The slow 
movement gets a bit nearer greatness (come 
to think of it, not much nearer) but has some 
very prosaic patches. 

In the finale we have soloists with ringing 
voices and lots of technique but the idea of 
singing softly and warmly doesn’t seem to 
have occurred to them. How loud and 
bright is “Freude Tochter aus Elysium”, 
for example. (The accompaniment is all pp.) 
The march is taken surprisingly -slowly 
(though, I admit, very near to Beethoven’s 
metronome mark), and this section is 
scarcely “feuertrunken”’. The chorus is very 
good and is well recorded. 

I enjoyed the performance of the First 
Symphony more than anything else, par- 
ticularly the graceful slow movement and 
the jolly finale. (There is an abundance of 
repeats, which I am all for in this symphony, 
not only the first and last movements but in 
the slow movement too.) 

All the same, nobody is going to buy two 
discs for a single side and whatever the 
merits of the rest, it is neither a great 
performance nor a remarkable recording. 


BEETHOVEN. Symphony No. 2 in D 
major, Op. 36. Prometheus Over- 
ture, Op. 43. Leipzig Gewandhaus 
Orchestra conducted by Franz 
Konwitschny. Fontana Mono 
CFL1056:%Stereo SCFLI12 (12 in., 
30s. plus 9s. Sd. P.T.). 

Symphony Noe. 2, Steree: 
Berlin P.O., E. Jochum (10/59) SLPM136019 
.P.O., Beecham (12/59) ASD287 

I had the pleasure of listening to 
Konwitschny and the Gewandhaus Orches- 
tra just before writing this review, and the 
record makes a pleasant memento of the 
strong dignified timbre of this historic 
band. They are evidently playing in a 
warmer and more resonant room than the 
Royal Festival Hall. The sound, in both 
stereo and mono versions (for once there 
is almost nothing to choose between the 
two), is rich and thrilling, almost a knock- 
out in fortissimo climaxes; the advantage 
in stereo is that you can hear the antiphony 
of first and second violins (the latter sitting 
on the conductor’s right). 

The Prometheus overture shares side one 
with the first movement of the symphony, 
and is given a lively, festive performance, 
marred only by occasional laziness in 


May, 1960 


rhythm which can also. be noticed here and 
there in the symphony. Konwitschny 
takes a leonine, dynamic view of the D 
major symphony, not unlike Beecham’s. 
though without his wit and also without bis 
mastery of nuance and the subtle inflexion. 
Finely built and richly euphonious as 
Konwitschny’s version is, it is also rather 
heavy weather compared with Beecham’s 
fiery reading. For a quick comparison 
between the two, try the scherzo; both 
take it steadily, but one account is alive to 
every bar, while the other ends by seeming 
dull. Philips gives us, perhaps I should 
repeat, the finest sound of the three stereo 
versions. W,S.M. 


%BEETHOVEN. Symphony No. 3 in 
E flat major, Op. 55, “Eroica”. 
Columbia Symphony Orchestra 
conducted by Bruno Walter. Philips 
Stereo SABL132 (12 in., 30s. plus 


9s. 9d. P.T.). 

Boston S.O., Munch (4/59) SB2025 
Hamburg P. ‘0., Keilberth (11/59) SMA) 
Vienna P.O., Solti (12/59) SXL2164 
Cleveland, Srell 


Berlin P.O., Fricsay (1/60) SLPM138038¢ 
Sometimes the reviewer gets tired of 
hearing over and over again the same old 
masterpieces—until he encounters a per- 
formance of one of them which makes him 
fall in love with it all over again. Bruno 
Walter’s Eroica is a case in point: despite 
certain res¢rvations, this is easily the best 
stereo version so far, a great conception of 
the noblest kind, admirably realised by a 
first-rate orchestra. 


Walter gives us a broad first movement. 
a massive Funeral March, a swiftly pulsating 
Scherzo with a slightly relaxed Trio, and a 
finale compounded of grace, power and 
majesty, and almost throughout there is an 
easy flow in the rhythm which allows all the 
time in the world for beautiful phrasing. 
The mysterious depths of the music are 
plumbed with a hushed but warm and ful! 
piano, and the titanic climaxes are equally 
warm and full, without any bombast. 


The finest parts of the performance, for 
me, are the finale, which is built up 
inexorably into a perfectly integrated whole. 
and the scherzo, in which the horn-theme 
of the Trio can never have sounded better: 
Walter allows the players plenty of time to 
play their first phrase piano, before they leap 
away to the second at a full-blooded forte. 
The reservations I have to make concern the 
first movement and the Funeral March: 
both are extremely fine in overall effect, but 
there are passages which spoil them for me. 
I should find it hard to endure repeated 
hearings of the rhetorical drawing of breath 
at the climax of the strings’ running passage 
just before the third main theme of the first 
movement (the sequence of repeated wind 
chords), especially as it is repeated in the 
recapitulation. Again, after the magnificent 
handling of the E minor climax in the 
development, by means of a slight holding 
back, the r hythmic flow vanishes, because 
the sad E minor theme which follows is 
taken at a still slower tempo, and it is 
treated in the same way each time it recurs. 
In the Funeral March, the only disturbing 
thing—but a very disturbing one—is the 
sudden swift accelerande soon after the fugal 
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Vitezslav NOVAK (composer 1870-1949) 


The Lantern (excerpts from the Opera) 
LPM 414 


In the Tatras, Op. 26 LPM 13 
The Storm, Op. 42 LPV 443/4 
String Quartet No. 2 in D major LPM 309 


Zdenek CHALABALA (conductor of the 
Prague National ,Theatre Orchestra) 


Schwanda the Bagpiper, Dances of Nations 
from the Ballet (Vackar) LPM 351 


The Devil and Kate, Opera in 3 Acts 
(Dvorak) LPV 337/9 


Gayaneh, Ballet Suite (Khachaturian) 
LPV 330 


The Kiss, Opera in 3 Acts (Smetana) 
LPV 142/4 
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Three outstanding 
Czech musicians 
are brought into 


your homes by 
SUPRAPHON 


Karel ANCERL (conductor) Czech Philharmonic Orchestra 
Bouget of Flowers (Martinu) LPV 445 
Concerto No. 2 for Oboe & Orchestra LPV 486 


Concerto No. 1 in B flat minor for Piano and Orchestra, Op. 23 
(Tchaikovsky) LPV 242 


Symphony No. 2 for full Orchestra (Borkovec) LPM 488 


SUPRAPHON 


45 Oxford Street, Londen, W.1 REGent 3620 
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section has begun. These are strange 
blemishes on a glorious performance. 


‘The recording is admirably clear, the tone 
quality good, and the stereo effect excellent, 
but the orchestra is rather too far away 
(especially in the Scherzo) to allow of a 
really vivid impact; on my pressing there is 
a momentary but considerable drop in 
dynamic level shortly before the double bar 
in the first movement, a noticeable tape-join 
where the E minor theme enters, and a few 
clicks in the early stages of the recapitula- 
tion. All this is comparatively unimportant, 
but the point at which the break occurs in 
the Funeral March is not. Only D.G.G. 
have managed to get it all on to the first 
side, and the usual (and only possible) break 
is the moment when the opening music 
returns after the Trio. On the Szell record- 
ing the break is made fifty-three bars later, 
between the high A flat and the low one, 
which is ridiculous; but in the present case, 
the turn-over comes before the first one, 
which is even more nonsensical. Any break 
hereabouts is insupportable, and this is 
perhaps a decisive point for the sensitive 
music-lover who wants a recording of the 
Eroica. D.C. 


BEETHOVEN. Symphony No. 3 in E 
flat major, Op. 55, ‘“Eroica”. 
Berlin Philharmonic Orchestra 
conducted by Eugen Jochum. Helio- 
dor Mono 478072 (12 in., 15s. 10d. 
plus 5s. 2d. P.T.). 

I thought the day had gone for ever when 
one had to turn over a mono LP of the 
Eroica in the middle of the Funeral March, 
but apparently not. Perhaps this unfortunate 
feature of the present disc is due to the 
impossibly slow tempo at which the move- 
ment is taken by Eugen Jochum. I imagine 
it must be, since D.G.G. have recently shown 
that it is possible to make even a stereo LP 
of the work without such a break. Luckily, 
the turn-over is in the sensible place—where 
the opening music returns after the Trio. 


Altogether, though, this is not a very 
inspiring performance. The first movement 
moves naively from one tempo to another, 
according to the changing moods of the 
music; in fact, the conductor seems to be 
guilty of a fault for which many a young 
musician has been rapped over the knuckles 
—slowing down when the music gets soft 
and accelerating when it gets loud. The 
result is that the opening of the development 
nearly stops, and the big working-up 
passages before the recapitulation and at 
the end of the movement, seem to be run- 
ning downhill without brakes. The slow 
movement is simply funébre, without being 
a Marcia at all: the snail’s pace itself is bad 
enough, but it is aggravated by an unjusti- 
fiably sluggish treatment of the main theme’s 
little acciaccatura and dotted notes. 

The rest of the interpretation seems to 
belong to another performance—the scherzo 
is very lively, and the finale really drives 
(though there is little relation between the 
main tempo and that of the slower section, 
and a lack of firm rhythm and line through- 
out). Eugen Jochum is an excellent con- 
ductor of Haydn; if only he would bring 
the straightforward classical methods he 
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uses for that composer’s music to bear on 
Beethoven! 
The recording is good, with a little top- 


boost, but it lacks brilliance in the tutti : 


passages. As a bargain, the disc is out- 
classed from the point of view of performance 
by the Horenstein version reviewed last 
month (GBY10700), of which, unfortun- 
ately, the sound is inferior; the best cheap 
Ercica, both as performance and recording, 
is still the Kleiber/Ace of Clubs. D.C. 


BEETHOVEN. Symphony No. 6 in F 
major, Op. 68, “Pastoral”. Prome- 
theus Overture, Op. 43. Suisse 
Romande Orchestra conducted by 
Ernest Ansermet. Decca Mono 
LXT5566; %Stereo SXL2193 (12 in., 
28s. 9d. plus 9s. 43d. P.T.). 

%* BEETHOVEN. Symphony No. 6 in F 
major, Op. 68, “Pastoral”. Colum- 
bia Symphony Orchestra conducted 
by Bruno Walter. Philips Stereo 
SABL133 (12 in., 30s. plus 9s. 9d. 


P.F.}. 

Symphony No. 6, Stereo: 
Philh., Klemperer 
V.S.O., Dorati (10/59) SCFL104 
V.P.O., Monteux (3/60) SB2065 


Walter’s is a broad, mellow, lyrical kind 
of performance which nevertheless does not 
lack vigour when the music really calls for it. 
What makes this a really great interpreta- 
tion, though, is the way in which Walter 
moulds the music, lavishing just as much 
care on the shape of a movement as he does 
on that of a phrase. The result is that the 
music has both breadth and intensity, which 
in the last movement becomes practically 
incandescent. In this respect the only stereo 
version that can be compared with it is 
Klemperer’s, with which it has many points 
in common. 

Ansermet’s interpretation is a thoroughly 
sound one, but for various reasons cannot 
be placed quite in this class. For one thing 
the Suisse Romande Orchestra is simply not 
as fine a body as the Columbia Symphony 
Orchestra; there is some distinctly out-of- 
tune oboe-playing, and the strings have not 
the same unanimity (quite apart from the 
famous richness of tone, which on Walter’s 
record is rather exaggerated by the record- 
ing, I think). Again, while Ansermet is not 
by any means dully literal, too many of his 
departures from strict literalness seem 
merely due to convention; there are ritenuti 
in both the first and second movements that 
do not strike me as springing from any inner 
necessity of Ansermet’s own interpretation, 
which in general aims at keeping the music 
moving rather than shaping it. Lest this 
sound rather grudging praise for what is, 
after all, a very enjoyable account of the 
symphony, I should add that the Shepherd’s 
Merry-making dances along exceptionally 
briskly, with nicely managed transitions to 
the episodes in faster tempo. What is more, 
Decca have given Ansermet an exceptionally 
faithful recording in both versions, which 
permits us to hear a good deal of rhythmic 
detail that is often submerged. Walter’s 
whole approach, as well as the recording 
Philips (ie. American Columbia) have 
given him, sometimes obscures these details 
of articulation, but nothing can obscure his 
over-all control. 


(10/58) SAX2260 
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BEETHOVEN. Symphony No. 7 in 
A major, Op. 92. Leipzig Gewand- 
haus Orchestra conducted by Franz 
Konwitschny. Fontana Mono 
CFL1053: Stereo SCFL113 (12 in., 
30s. plus 9s. 9d. P.T.). 


Stereo: 
Philh., Cantelli 
Chicago S.O., Reiner (2/ 
Berlin P.O., Boehm (11/59) SLPM138018 
V.P.O., Solti (12/59) SXL2121 


When listening to Beethoven’s Seventh 
Symphony, one realises that beauty of 
sound is not necessarily an ingredient of 
great music—and this performance brings 
the fact home more than most. Kon- 
witschny gives one of the most exciting 
interpretations of the work which I have 
heard, by bringing the maximum power 
and weight to bear on the music, and it 
sounds hard, rough and granite-like, which 
I am sure it should. (Nothing to do with 
the quality of the orchestral playing—I 
hasten to add—which is superb.) 

The first movement’s introduction is 
taken very broadly, with massive phrasing, 
and its main allegro at a very steady speed: 
if this tempo hardly corresponds to Beet- 
hoven’s marking of vivace, it’s one that 
Klemperer has used, and it’s infused with a 
terrific momentum and tension which I 
personally find absent from Klemperer’s 
performance. (Incidentally, the exposition 
is repeated, with great benefit to the 
structural balance.) The Allegretto is brought 
brusquely into line with the overall con- 
ception, being played weightily at a not-too- 
slow tempo, a treatment which some people, 
I feel sure, won’t care for: in fact, it’s hard 
to justify the heavy handling of the restate- 
ment of the opening theme (marked piano, 
dolce) and of the fugal section (marked pp), 
in both of which the semiquavers are 
hammered out rather ruthlessly. 

But the rest of the performance is 
thrilling in the extreme. In the scherzo, the 
impetus is amazing—the abandoned for- 
ward sweep of the minim-and-crotchet bars 
even surpasses that in the Rowicki mono re- 
cording I reviewed in March; in the Trio, 
which is taken fairly quickly, tension is 
maintained by precise rhythmic control of 
those too-often-neglected final quavers of 
each bar. And the finale is literally 
spellbinding: for once the excitement 
never lets up for a moment, owing to 
the persistent weighty attack on the main 
accents. The effect is vastly enhanced by 
the repeat of the exposition, which allows 
an enormous amount of tension to generate 
early on, in preparation for what is to come. 

This is by far the most impressive per- 
formance on stereo so far; a pity that the 
actual recording is not in the top class, by 
any means. In both stereo and mono, the 
tutti passages are muddy and fail to blaze 
properly; only in the quieter music is the 
stereo effect noticeable—and, even then, the 
strings at the opening of the Allegretto come 
straight from my right-hand speaker. But 
personally I would be willing to put up 
with these defects for the truly remarkable 
performance. D.C. 


(10/58) ASD254 
2/59) SB2010 
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BEETHOVEN. Piano Concertos. (a) 
No. 4 in G major, Op. 58; (6) No. 5 
in E flat major, Op. 73, “Emperor”’. 
(2) Paul Badura-Skoda (piano), 
Vienna State Opera Orchestra con- 
ducted by Hermann Scherchen. 
(6) Jacob Lateiner (piano), Vienna 
State Opera Orchestra conducted 
by Armando Aliberti. Westminster 
Mono XWN18540 (12 in., 30s. plus 
9s. 9d. P.T.). Item (a) previously 
available on Nixa WLP5143 (2/54). 

“Hi-Fi” say the labels of this record, and 
the envelope, too, which claims that 
Westminster’s “‘Natural Balance’ creates 
“the illusion that the listener’s chair is the 
most-favoured seat, acoustically, in the 
concert hall’. But when you actually get 
as far as playing the record the ‘‘most- 
favoured seat’”’ appears to be behind a pillar, 
under a sack, and in a hall with a very low 
ceiling. This is not what I call “Hi-Fi”, and 
in fact one of the performances, Badura- 
Skoda’s, was previously issued here in 
February 1954; it sounds its age. 

The value in playing time is staggering, 
but you have to pay for it; there is a lot of 
pre-echo, some noisy surface, woolly piano 
tone in No. 4 and a coarse string sound in 
No. 5, and a lack of bass frequencies in the 
finale of each concerto. Badura-Skoda’s 
performance of the G major concerto was 
much admired in its day, I see; I find it 
fundamentally rather prissy and lacking in 
spontaneity. The orchestral playing is poor, 
but I don’t think this was ever disputed by 
original reviewers; Jacob Lateiner’s reading 
of the Emperor is brilliant and musically 
rather nondescript, in the finale almost 
empty. Who, I wonder, is Armando 
Aliberti? Or rather, what is his real name? 
Both soloists are young men, and while I 
know nothing of Mr. Lateiner’s recent 
playing, it does seem unkind that Badura- 

oda’s old sins should continue to be 
visited on him after he has grown out of, 

and atoned for them. W.S.M. 


BEETHOVEN. Piano Concerto No. 3 
in C minor, Op. 37. Piano Sonata 
No. 14, Op. 27, No. 2, “Moonlight”. 
Wilhelm Backhaus (piano), Vienna 
Philharmonic Orchestra conducted 
by Hans Schmidt-Isserstedt. Decca 
Mono BR3038 (10 in., 15s. plus 4s. 
104d. P.T.): Stereo SXL2190 (12 in. 
28s. 9d. plus 9s. 43d. P.T.). The 
item marked f¢ is available only on the 


stereo record. 
Piano Concerto No. 3, Stereo: 


Rubinstein, N.Y. S.A., Krips (1/58) SB2008 
Solomon, Philh., Menges (3/59) BSD751 
Katchen, L.S.O., Gamba (5/59) SXL2106 
Firkusny, Philh., Susskind (2/60) SP8468 


Backhaus, as you may have noticed, has 
been re-recording his interpretations of 
Beethoven’s five piano concertos, all with 
the Vienna Phil. and Schmidt-Isserstedt, 
who is a fire Beethoven conductor. This 
disc completes the set (Nos. 1 and 2 share 
a disc). The stereo sound is excellent; 
on the ten-inch mono the piano tone is 
sumewhat metallic. The tempi are well 
chosen and since Beethoven’s own cadenza 
to the first movement is a noncommittal, 
not 10 say j.iadequate, one (compared with 
those to the other concertos), Backhaus’s 
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choice of one by Carl Reinecke gives interest 
to the version; it is a highly elaborate and 
eventful cadenza that offers a whirlwind of 
sound for the recording engineers to pride 
themselves on capturing—they can do so, 
too. I’m not sure that it isn’t too elaborate 
a cadenza, but Backhaus thunders through 
it with immense relish. 

I could wish that there were as much 
relish in his reading of what Beethoven 
wrote. Its olympian efficiency, uncon- 
cerned to explore the beauties of the music 
or to win over people who may not care for 
the piece, leaves me stone cold. In the 
development of the first movement, for 
instance, when the soloist takes up the first 
theme again and adds a new, pathetic 
idea to it, Backhaus gives no suggestion 
that either he or Beethoven had any 
feelings about it. And in the A flat episode 
of the rondo he dispatches the most endear- 
ing of Beethoven’s melodies as though it 
were no more than a milestone on a 
journey. Not that this is a_ classical, 
eighteenth-century type of performance; 
Backhaus takes a big, eminently Beethoven- 
ish view of the concerto. But he tells me 
nothing about it. For gramophone pur- 
poses and repeated listening this may well 
be a performance that wears well, so I 
cannot condemn it. I can simply say that 
repeated hearing hasn’t weakened my 
affection for the versions by Solomon 
(10-inch—not the best modern stereo but 
quite acceptable) and Katchen (12-inch 
with the youthful rondo in B flat as fill-up). 
Both these are stylish and compelling as 
well. 

Backhaus’s fill-up is a performance of the 
Moonlight Sonata that sounds very like the 
one I have heard on an EP disc. It is a 
performance in the old style, elastic in 
rhythm but very aristocratic. The piano 
here is perhaps rather too close for comfort. 

W.S.M. 


BEETHOVEN. Violin Concerto in D 
major, Op. 61. David Oistrakh 
(violin), French National Radio 
Orchestra conducted by André 
Cluytens. Columbia Mono 33CX1672 
(12 in., 30s. plus 9s. 9d. P.T.). 

Campoli, L.S.0., Krips (5/52) (R) pepe 
Menuhin, Philh., Furtwangler (2/54) ALP1100 
D. Oistrakh, Stockholm Fest., Ehrling 
a2/64) 338CX1194 
Schneiderhan, Berlin P.O., Kem 
(6/55) DGM18099 
Elman, L.P.O., Solti 111/55) LXT5068 
Gimpel, Bamberg S. 0. Hollreiser 
(12/55) PL9340 
Milstein, Pittsburgh S.O., Steinberg 


* (7/57) P8313 
Heifetz, Boston S.O., Munc 
(9 151) (9/58) (R) RB16124 
I. Oistrakh, Pro Arte Orch., Sohecs ter 
(3/58) 38CX1514 
Totenberg, Poznan P.O., Wislocki 
(8/59) 479006 
Loveday, Royal Danish Orch., * urst 
(1/60) XID5025 
Francescatti, Philadelphia, Ormandy 
(3/60) GBL5506 
David Oistrakh’s 1954 oe. ... of the 
Beethoven Violin Concerto has been among 
the three or four best ever since it came out, 
in spite of some rather uninspiring orchestral 
playing. His new version is a little dis- 
appointing. Certainly the orchestral playing 
is very much better; though not quite as 
satisfying as it is on the Menuhin and 
Schneiderhan discs, it is big in feeling and 
worthy of a great violinist. Also it is very 
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well recorded. But alas, when soloist and 
orchestra come together the balance largely 
undoes the good intentions of the players. 
Oistrakh is much too close to the micro- 
phone, so that he sounds screechy whenever 
he plays loud. Things are arranged so that 
he seldom drowns the orchestra (but listen 
to the passage around bar 260 in the finale), 
but the effect is so unreal, with the soloist 
making as much noise as all the first violins, 
that one can hardly attend to the music. 
Fortunately Oistrakh is so good a musician 
that he delights in playing softly when the 
composer asks him to, and the slow move- 
ment goes supremely well. But I found his 
intonation a shade worrying at a number of 
points, for instance after the first movement 
cadenza. He is a little out of tune in this 
passage in the old recording, but I have the 
feeling that this imperfection has increased 
with the years. This fact, if it is a fact, and 
the better balance of the 1954 recording 
make me doubtful of the superiority of 
the new one. I prefer the Menuhin, 
Schneiderhan and Milstein versions to either, 
even though all this makes me seem more 
disparaging of the new Oistrakh disc than 
I intend, and I must add that his wonderful 
breadth of vision and general grasp of the 
music come through in spite of the balance. 
The stereo version, already advertised, has 
not yet reached me. RF. 


BERLIOZ. Overtures. Benvenuto 
Cellini; Waverley, Op. 2; Le Corsaire, 
Op. 21; Les Francs Juges, Op. 3 
(CCL30159); Rob Roy; Le Carnaval 
Romain, Op. 9; King Lear, Op. 4; 
Beatrice and Benedict (CCL30160). 
Philharmonic Promenade Orch- 
estra conducted by Sir Adrian Boult. 
Pye Mono CCL30159-60 (two 12 in., 
57s. 6d. plus 18s. 8d. P.T.). These 
records may be purchased separately. 

Boult gives as admirable performances 
here as he always does of Berlioz overtures. 
There are others who let Le Carnaval Romain 
rip rather more and who give Le Corsaire 
more bravado, but these performances are 
still lively enough and you can hear all the 
notes and rhythms, which is more than you 
can always say. Those syncopated wood- 
wind bars in Le Corsaire, for example, are 
clearly syncopated, whereas you often 
wonder if the players really are doing it at 
the speed some conductors choose. In the 
more serious pieces Boult’s judgment is 
combined with imagination to give fine 
performances of King Lear and of that 
remarkable score, Les Francs Fuges. Benvenute 
Cellini is particularly good in its sensitiveness, 
brilliance and judgment, while Beatrice and 
Benedict is very neatly turned. 

The novelty is Rob Roy, the only recorded 
performance we have. This overture, based 
on (of all unlikely combinations) “Scots wha 
hae” and material that we know better from 
Harold in Italy, dates from that famous 
occasion when Berlioz equipped himself 
with poison, pistols and even a set of woman’s 
clothes for a disguise, and went off from 
Rome to Paris to murder the husband of 
the girl he loved. Luckily—and typically— 
he got no farther than Nice, where he spent 
a month very happily, enjoying the sun and 
sea and sketching, amongst a good deal else, 








May, 1960 The GRAMOPHONE Advert 29 


THE NEW 


BALLET SERIES 


More than lovely to listen to...so lovely to look at, too! 


New from Fontana... a series of 
top-value E.P’s of music from the 
ballet. Here are favourite excerpts 
from many of tne best-loved ballets 
the world has ever known, played 
py famous orchestras and offered 
in some of the most beautiful 
‘sleeves’ yet produced. For each of 
these bears a reproduction in full 
colour of a painting by Degas, 
incomparable and unsurpassed 
master in the portrayal of the world 
of the ballet. With the Fontana 
Ballet Series, in fact, you enjoy not 
only a treasury of enchanting 
music... but a miniature art gallery 


at the same time! 


SPECIAL SAMPLER RECORD 
IN DESCRIPTIVE ALBUM AT 
ONLY "SINGLE" PRICE—G/11id: 


THE DYING SWAN (Saint-Saéns) 
Members of The Lamoureux Orchestra, 
Paris, conducted by Jesus Etcheverry 


“ZAR UND ZIMMERMANN" 
~—Clog Dance (Lortzing) 

ny Orchestra 
conducted by Rudo/f Moralt 


en PP vet 
The Vienna Symph 


EFF 526 


FONTANA RECORDS =. 


STANHOPE 


“FAUST"—Ballet Music (Gounod) 


The Lamoureux Orchestra, Paris, 


conducted by Jesus Etcheverry CFE 15038 


“SYLVIA"—Ballet Suite (Delibes) 


Prélude; Les Chasseresses; Intermezzo; 
Valse lente; Pizzicato; Cortége de Bacchus 
The Lamoureux Orchestra, Paris, 


conducted by Jesus Etcheverry CFE 15039 


“COPPELIA"—Ballet Suite (Delibes) 


Entr'acte; Valse; Czardas, Danse Hongroise; 
Valse de la Poupée; Théme slave varié 
The Lamoureux Orchestra, Paris, 


conducted by Jesus Etcheverry CFE 15040 


“NUTCRACKER” SUITE(Tchaikovsky)—Excerpts 


March; Dance of the Sugar-Plum Fairy; 
Russian dance (Trepak); Arab dance; 

Dance of the Reed-Pipes; Waltz of the Flowers; 
The Vienna Symphony Orchestra 


conducted by Karel Anter! CFE 15044 


INVITATION TO THE DANCE (Weber-Berlioz) 


The Vienna Symphony Orchestra 
conducted by Rudolf Moralt 


“LA GIOCONDA” (Ponchielli) 


Dance of the Hours 
The Vienna Symphony Orchestra 


conducted by Paul Walter CFE 15046 


HOUSE STANHOPE 


“SWAN LAKE” (Tchaikovsky)—Excerpts: 


Scene—Act 2 (No. 9); Waltz—Act 1 (No. 4) 
Dance of the Swans—Act 2 (No. 14) 
Scene—Act 2 (No. 13) 

The Vienna Symphony Orchestra 


conducted by Karel Ancerl CFE 15047 


THE “SLEEPING BEAUTY” 
(Tchaikovsky}—Excerpts: 


Rose Adagio—Act 1 (No. 8a) 

Pas de Caractére (Puss in Boots 

and the White Cat)—Act 3 (No. 23) 
Panorama—Act 2 (No. 17); Waltz—Act 1 (No. 6) 
The Vienna Symphony Orchestra 


conducted by Karel Ancerl CFE 15048 


“DIE PUPPENFEE” (The Fairy Doll) 
(Bayer)—Excerpts: 


Waltz; Tyrolean dance; Chinese dance; 
Spanish dance; Japanese dance; Harlequin; 
Various dolls; Pierrots with cymbals; 
Tyrolean dance; Laughing dolls; 

March; Galop; Waltz 

The Vienna Symphony Orchestra 


conducted by Pau! Walter CFE 15052 


“GISELLE” (Adam}—Excerpts: 


Marche des vignerons; Variation de Giselle; 
Galop générale; Valse, danse générale; 

Pas de deux; Pas de Myrthe; Final 

The Vienna Symphony Orchestra 


conducted by Paul Walter CFE 15053 


PLACE - LONDON -: 
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JANACEK 

Sinfonietta 

Lach Dances 

Czech Philharmonic Orchestra 
Brno Radio Symphony Orchestra 
Conductor: Bretislav Bakala 
ALP 122 (Mono only) 


SUK 

Symphony in C minor, Op. 27 ‘Asrael’ 
Czech Philharmonic Orchestra 

Conductor: Vaclav Talich 

ALP 107 (Mono only) 


ENESCO 

Symphony No. 1 in Eb major, Op. 13 
Rumanian State Symphony Orchestra 
Conductor: George Georgescu 

ALP 118 (Mono only) 


For free supplement giving full release details please write to: 


Creates a new standard in luxury presentation. 
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ARTI A 


The connoisseur’s record. 





THE RED ARMY IN HI-FI 
Alexandrov Song and Dance Ensemble 
Conductor: Boris Alexandrov 

ALP 1o1 (Mono only) 


GYPSY KING IN HI-FI 
Authentic Hungarian Folk Songs and Dances 
ALP 111 (Mono only) 
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Parliament 
PA RLIA M EN 'IK 


The low-priced record for the serious collector. 





KHACHATURIAN 

‘Gayaneh’ Ballet Music 
Czech Philharmonic Orchestra 
Conductor: Zdenek Chalabala 
PLP 102 (Mono only) 


MUSSORGSKY-RAVEL 
Pictures at an Exhibition 
Czech Philharmonic Orchestra 
Conductor: Antonio Pedrotti 
PLP 106 (Mono only) 


AATCHATURIAN 

SUITE FROM THE BALLET 

P TDENEK CHALABALA 
CONDUCTING 


CECH PRILHARMON 
Pe ORCHESTRA 





For free supplement 


s 
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TCHAIKOVSKY 

Piano Concerto No. 1 in Bb minor 
Sviatoslav Richter, Piano 

Czech Philharmonic Orchestra 
Conductor: Karel Ancerl 

PLP 120 (Mono only) 





DVORAK 

Slavonic Dances, Opp. 46 and 72 (Complete) 

Czech Philharmonic Orchestra 

Conductor: Vaclav Talich 

PLP 121 (Mono only). (2 Discs in free presentation Album — 
records not available separately ) 


SHOSTAKOVITCH 

Symphony No. 7 ‘Leningrad’ 

Czech Philharmonic Orchestra 

Conductor: Karel Ancerl 

PLP 127 (Mono only). (2 Discs in free presentation Album — 
records not available separately ) 


Sviatoslav Richter 





giving full release details please write te: ; 
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x Srse0- < SMETANA. me an me 
THE MOLDAW ues 


fete tree™ pecmnn ate a Spohn ge ot 
Vienna Stale Opera Orchestra « Condacted by HERMANN SCHERCHEN* 


BEETHOVEN 

Symphony No. ¢ in C minor 
HAYDN 

Symphony No. too ‘Military’ 
Philharmonic Symphony Orchestra 
of London 

Vienna Symphony Orchestra 
Conductor: Hermann Scherchen 
XWN 18579 (Mono only) 
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A record of distinction. 


“Only Westminster has natural balance”. 


SMETANA 

The Moldau 

‘The Bartered Bride’ Overture; 
Furiant; Dance of the Comedians 
ENESCO 

Rumanian Rhapsody No. 1 
WEINBERGER 

Polka and Fugue from ‘Schwanda’ 
Vienna State Opera Orchestra 
Conductor: Hermann Scherchen 
XWN 18690 (Mono) WST 14030 (Stereo) 


HANDEL 

Israel in Egypt 

Soloists; University of Utah 

Combined Choruses 

Utah Symphony Orchestra 

Conductor: Maurice Abravanel 

XWL 2224 (Mono) WST 207 (Stereo) 


MONTEVERDI 

Madrigals 

The Golden Age Singers 
Director: Margaret Field-Hyde 
XWN 18765 (Mono only) 


FRENCH TROUBADOUR SONGS 
Hugues Cuenod, Tenor 

Hermann Leeb, Lute 

XWN 18683 (Mono only) 


Outstanding presentation. 


TCHAIKOVSKY 

Violin Concezto in D major 

Erica Morini, Violin 

Philharmonic Symphony Orchestra 

of London 

Conductor: Artur Rodzinski 

XWN 18397 (Mono) WST 14017 (Stereo) 


BEETHOVEN FIFTH 








KODALY 

Te Deum 

Theatre Overture 

Sena Jurinac; Sieglinde Wagner 
Rudolf Christ; Alfred Poell 

Vienna Chorus and Symphony Orchestra 
Conductor: Henry Swoboda 

XWN 18455 (Mono only) 
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I. Your favourite classics. 
. Full-colour sleeves with excellent notes. 
ne New recordings at a popular price. 


22’6 





MENDELSSOHN 
rue s ; BIZET 
Violin Concerto in E minor Cc > Suite N 
The Hebrides Overture B pace uite No. 1 
Peter Ryter, Violin ‘Prince Igor’ Polovtsian Dances 
: eee " ‘ 
Vienna Festival Orchestra CHABRIER 


Conductor : Victor Desarzens 


Espana 
M P 
at weeny Gene Vienna Festival Orchestra 


Conductor : Philip Vernal 
WH 20008 (Mono) 


) 


THE BEST IN BALLET 
Favourite works by Delibes ; 
Tchaikovsky and Ponchielli 
Vienna Festival Orchestra 
Conductor : Herbert Grossman 
WH 20016 (Mono) 


RIMSKY-KORSAKOFF 
Scheherezade, Op. 35 
Vienna Festival Orchestra 
Conductor ;: Herbert Grossman 
WH 20005 (Mono) 








aun Symphon TCHAIKOVSKY 
MOZART 7 Symphony No. 5 in E minor 


Vienna Festival Orchestra 
Conductor : Victor Desarzens 
WH 2oo!10 


Eine kleine Nachtmusik 
Vienna Festival Orchestra 
Conductor ; Philip Vernal 
WH 20007 
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COLLECTORS’ CORNER | eceeeeeeero 55 sascaaae 


STOCK THE BEST OF THE NEW RELEASES 
“Deutsche 


AT 62 NEW OXFORD STREET, LONDON, W.C.! (LANgham 6155) 











AND 63 MONMOUTH STREET, LONDON, W.C.2 (TEMple Bar 5614) 
OR SENT SAFELY TO YOUR HOME POST FREE. 


FAMOUS SINGERS 


LAURI-VOLPI: Arias & Duets. Wm. Tell, Favorita, Guarany Lom- 
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SVIATOSLAV RICHTER. A great pianist. 


DEUTSCHE GRAMMOPHON (GREAT BRITAIN) LTD. 
12/13 Rathbone Place, Oxford Street, London, W.1 
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bardi & Poliuto ... a ne he a : LPV45017 29/6 § 
SIGRID ONEGIN: Neue Liebe, Pur dicesti, etc. ~_ — EPL30197 12/34 , : 
PATZAC: Mozart arias—Cosi fan tutte, Seraglio, & Zauberflote: ’ 
Bildnisarie ov ane or ia eA sine sl EPL30180 12/34 
PETER PEARS: Recital of Lute Songs. W. Bream. Ster. & Mono 38/14 7 
PINZA: Classic arias—Monteverdi, Scarlatti, etc. ... _ .. CDNIO2I 21/- 7 
SCHLUSNUS: Rigoletto, Barber, Ballo, Forza, Pagliacci, Vespri, : 
Don Carlo & Faust... ere co wel aaa a ... 19039 34/4 : 
TAGLIAVINI: Marta, Rigoletto, Arlesiana, Tosca, Butterfly & é 
Ballo in Maschera arias an : on nee one oe $5013 39/9 } i $ E A S [ R FE 
EVA TURNER: Aida, Trovatore, Cavalleria Rusticana, Tosca & < 
Turandot arias os pa aes an me Ree ~~ 39/9 Q 
< 
OPERA ‘ EXTENDED PLAY RECORDS 
< 
; > NOW AT THE OUTSTANDING VALUE OF 
BLUEBEARD’S CASTLE (Bartok). Fischer-Dieskau, etc. St./Mono 39/9 . 
CARMEN: c—Beecham. With Angeles. Stereo or Mono (3)... 119/3 > 1 
MADAM BUTTERFLY in English. Sadler’s Wells ... ae ove 1334 /th > 12 3 
PAGLIACCI. With del Monaco, etc. Stereoor Mono... ni 76/3 
“ 
¢ 
CLASSICAL > LUDWIG VAN BEETHOVEN 
~ Sonata No. 14 in C sharp minor, 
BACH: St. John Passion. Leipzig Ensemble. ie sa ... 14 136/8 (3) 1189/3 s Op. 27, No. 2 (Moonlight) 
BEETHOVEN: Violin Concerto. Oistrakh/Orch. Stereo or Mono 39/9 > Wilhelm Kempff, Piano 
DVORAK: New World Symphony, etc. Philharmonia. St. or Mono 39/9 ed 45 =EPL 30072 (Mono) 
HANDEL: Messiah. c-Beecham. Stereo or Mono ... re — 159/- ed 
HAYDN: Symphonies 99-104 inc. ¢-Beecham = one --. 1693/5 (3) tto/3 ‘ed 
MOZART: Pf Concerti 20 & 23. Annie Fischer. Stereo or Mono... 39/9 “ WOLFGANG AMADEUS MOZART 
FY i ik, renata notturna, . Phil- > 
a ee 22/6 > ‘The Magic Flute 
SCHUBERT: Symphonies 3 & 5. RPO—Beecham ... ais we 1743 39/9 ‘Sed Der Vogelfiinger bin ich ja 
TCHAIKOVSKY: Pf Concerto |. Horowitz/Toscanini ve 16190 38/1} \ Ein Miidchen oder Weibchen 
* Bei Miinnern, welche Liebe fiilhen 
ss Papagena, Papageno 
LIGHT ENTERTAINMENT > Dietrich Fischer-Dieskau, baritone 
FLOWER DRUM SONG. Original Broadway Cast. Ster. or Mono 39/9 - Maria Stader, soprano 
FINGS AIN’T WOT THEY USED T’BE. Original Cast. Ster. or Mono 39/9 s ____ Lisa Otto, soprano ; 
TONY HANCOCK: ‘Ancock’s Half Hours a 34/14 Py Radio Symphony Orchestra of Berlin 
s Conductor : Ferenc Fricsay 
> 45=EPL 30202 (Mono) 
RE-ISSUES OF FAMOUS SINGERS OF THE PAST - 
CARUSO: Vol. 1. Boheme, Tosca, Pagliacci,etc. ... ...  ... RBI6I27 38/1} > JEAN SIBELIUS 
CARUSO: Vol. 2. Rigoletto, Aida, Trovatore, etc. ine .. RBI6I28 38/1} = Finlandia/ Valse triste 
ee ney een ~ a = ine ons on ae a > Berlin Philharmonic Orchestra 
: Ernani, Trovatore, Forza, Rigoletto, etc. ae Pa - - 
GALLI-CURCI: Traviata, Rigoletto, Pearl Fishers, etc. ... ... CDNI004 —_2/- - a Pans ee 
GIGLI: Gioconda, Lucia, Marta, Africana, Boheme, etc. _ .. RBI6I29 38/1} s = (Mono) 
GIGLI: Neapolitan songs inc. Sorrento, Sole mio, etc. = ... BLPIIOO 29/6 > 
GIGLI: Pagliacci, Rigoletto, Tosca, Elisir, etc. ove i .-. ALPI681 39/6 _» PETER TCHAIKOVSKY 
LOTTE LEHMANN: Lieder by Wolf, Schubert, Brahms, etc. ... CDNIOIS 21/- > Overture ‘1812’ 
LEIDER, SCHORR & MELCHIOR: Walkure/Gotterdammerung COLHIOS 39/9 . P : 
McCORMACK sings Irish songs see ees, CDNIOOR Iw Radio Symphony Orchestra of Berlin 
MARTINELLI: Chenier, Cavalleria, Fedora, Samson, etc. ...  ... CDNIOI6 —_21/- ss RIAS Chamber Choir 
MELBA: Boheme, Traviata, Hamlet, Rigoletto, Lucia, etc. ... .... ORL208 39/9 s Conductor : Ferenc Fricsay 
MUZIO: Boheme, Sonnambula, Norma, Traviata, Forza, etc. .. COLCION 39/9 > 45=EPL 30438 (Mono) 
PINZA: Ernani, Nabucco, D. Giovanni, D.Carlo,etc.  ... .- RBI6040 38/14 ‘a 
PONSELLE: Norma, Aida, Forza, etc. 2 records ... = -. CDN1I006-7 42/- > 
ELISABETH SCHUMANN sings Wolf & Richard Strauss songs COLHIO2 39/9 > RICHARD WAGNER 
SUPERVIA: Barber, Cenerentola, Italiana... one _— ... PMAIO25 39/9 = Overture ‘Tannhiiuser’ 
TAMAGNO: Otello, Wm. Tell, Prophete, Trovatore, etc. .. ORL2I1 39/9 > Wiirttemberg State Orchestra, Stuttgart 
TAUBER: D. Giovanni, Carmen, Seraglio, Freischutz, etc. .. PMBIOII 29/9 Sed Conductor: Ferdinand Leitner 
TETRAZZINI: Traviata, Lucia, Lakme, Romeo, Rigoletto, etc. ... ORL210 39/9 [> 45=EPL 30071 (Mono) 
ZENATELLO: Ballo, Aida, Traviata, Carmen, Lucia, etc. ... --» ORL209 39/9 Sed 
s 
> 
SCHUMANN: Pf Concerto & other works. Stereoor Mono ... 39/9 Sud LANgham 8156/7/8 

MOZART: Pf Concerto 20/PROKOVIEV: Pf Concerto 5. Stereo or Mono 39/9 - 

RACHMANINOYV: Pf Concerto 2, & Six preludes. Stereo or Mono 39/9 > 

SCHUMANN: Waldszenen, Fantasiestucke & Marc = --. LPMI8355 39/9 s 
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this overture. I found the mixture of themes 
slightly comic (through no fault of Berlioz), 
though I’ll lay a wager that some Berlioz 
enthusiast, spoiling a perfectly good case 
by gross exaggeration, as has been done here 
in London recently over the opera Beatrice 
and Benedict, will say that “Scots wha hae” 
is here raised by genius to divine heights. 

The performance of this overture contains 
the only noticeable blemish in a great deal 
of first-rate orchestral playing, an opening 
in which the first horn note perceptibly rises 
in pitch and where all the brass take a few 
notes to settle down. The recording itself 
is excellent throughout both discs. 

The sleeves are very well produced 
indeed, with readable notes by Eric Morgan. 
Odd, though, that he should draw attention 
to what he calls the large orchestra needed 
for Le Carnaval Romain, just because it has 
two cornets added to the trumpets, nothing 
unusual, whereas Benvenuto Cellini has cer- 
tainly been prevented from becoming a 
really popular overture because it does need 
so many extras—two cornets as well as four 
trumpets, not to mention four bassoons and 
two timpani players. But this is by the way. 
Here are two admirable and authoritative 
Berlioz discs and the collector couldn’t do 
better if he wants to fill out this part of his 
library right away. ul el 


BORODIN. In the Steppes of Central 
Asia. Lamoureux Orchestra con- 
ducted by Jean Fournet. Philips 
Mono SBF213 (7 in., 5s. 3d. plus 
ls. 84d. P.T.). 

This is an impeccable performance: a 
nice jog-trot tempo, some beautiful wood- 
wind playing, horns not too noticeably 
vibrato for a French orchestra, excellent 
brass and wind chording, just the right 
amount of quiet, restrained expression. The 
recording is first-rate, apart from a blurring 
of the horns at one point. The only trouble 
is that one has to turn over in mid-stream 
and, anyway, Borodin’s gentle little tone- 
poem doesn’t seem to me a meal in itself, 
but only a hors d’oeuvre. I personally would 
be inclined to fork out the extra and get 
Ansermet’s. coupling with Moussorgsky’s 
Night on the Bare Mountain (Decca LW5060). 

D.C. 


BRAHMS. Piano Concerto No. 1 in D 
minor, Op. 15. Erik Then-Bergh 
(piano), Czech Philharmonic Orch- 
estra conducted by Karel Ancerl. 
Supraphon Mono SUA10022 (12 in., 
30s. plus 9s. 9d. P.T.). 

Brahms’s First Piano Concerto, with its 
harsh, inexpert scoring, rarely sounds good 
in the concert-hall, and hardly ever on disc, 
but the Supraphon engineers have cleverly 
taken all the grit out of the score. They 
have only managed to do this, admittedly, 
by bringing everything pretty close up, 
which entails an inevitable loss in the 
distances and perspectives the work needs 
(especially in the Adagio, in which there is 
never anything like a real pianissimo, despite 
the sensitive orchestral playing). Never- 
theless, with a nice balance between piano 
and orchestra, this is about as pleasant a 
renroduction of the sound of the work as one 
can expect to hear. 
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Unfortunately, I cannot say that the 
performance impresses me as strongly. The 
best thing is the finale, which has a splendid 
thrust and drive; in the Adagio, the soloist 
only intermittently catches the appropriate 
mood of rapt rumination, and in the first 
movement there is a curious lack of passion. 
It seems to me that the latter deficiency is 
mainly due to the adoption of a tempo just 
slower than the slowest at which the music 
can make its true impact; this is noticeable 
at the very start, where the excellent 
conductor, setting the pace which was 
presumably asked for by Then-Bergh, can- 
not make the opening theme storm at all 
convincingly. But even at this tempo, 
Then-Bergh plays with remarkable coolness, 
and makes little of the battering octave 
passages. I much prefer the full-blooded 
performance by Katchen and Monteux 
which I reviewed last month (Decca mono 
LXT5546, stereo SXL2172); if the record- 
ing has the familiar gritty quality, it never- 
theless captures the mysterious perspectives 
of the music more successfully. D.C. 


BRAHMS. Violin Concerto in D major, 
Op. 77. Leonid Kogan (violin), 
Philharmonia Orchestra conducted 
by Kyril Kondrashin. Columbia 
Mono 33CX1692 (12 in., 30s. plus 


Qs. 9d. P.T.). 
Renardy, Concertgebouw, Munch (7/51) LXT2566 
Martzy, Philh., Kletzki (10/54) 33CX1165 
D. Oistrakh, Dresden Staatskapelle, Konwitschny 
(7/55) DGM18199 
Heifetz, Chicago S.O., Reiner 
(3/56) (7/58) (R) RB16117 
Schneiderhan, Berlin P.O., Kempen 
(5/57) DGM18132 
Kogan, Paris Cons., Bruck (2/58) 33CX1506 
Menuhin, Berlin P.O., Kempe (10/58) ALP1568 
Francescatti, Philadelphia, Ormandy 
(3/59) ABL3229 


Szeryng, L.S.O., Monteux (11/59) RB16168 
It is odd that Kogan’s 1958 recording of 
the Brahms, also for Columbia, should still 
be in the catalogue, but its days are presum- 
ably numbered for the new one is a decided 
improvement,. most noticeably as regards 
the orchestral playing. It is also better 
balanced. The Brahms Violin Concerto has 
been rather unlucky in that the soloist is 
given undue prominence in all the best 
performances, for instance the Heifetz, 
Menuhin and Szeryng. But Kogan, at any 
rate in the first movement, sounds like a 
soloist in a concert hall. You can hear him 
perfectly clearly, but he has not been 
allowed the superhuman volume of tone 
that assails the ear from so many discs. 
Someone seems to have had cold feet about 
this unusual realism, for in the later move- 
ments the soloist is brought rather nearer the 
microphone. The balance also varies as 
regards the woodwind, which, after the first 
movement cadenza, appear to have the 
prominence only possible with a special 
microphone but seem to be less favoured 
later on. Nevertheless this is on the whole 
the best balanced recording of the Brahms 
that I have heard for a long time, and that 
alone makes it worth your consideration. 
In the first movement Kogan does not 
bring so much personality to the music as 
Menuhin, though he asserts himself more 
later on. Nevertheless he is highly com- 
petent and he improves as he goes along. 
He drowns the oboe in the second movement 
recapitulation, but on the whole he plays 
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this movement most beautifully, and he has 
plenty of brio in the finale. In the first 
movement he spreads some of the tight 
rhythmic three-note chords around bar 165 
with rather disagreeable effect, and I did 
not feel that he quite conveyed the archi- 
tectural side of this movement, though in 
detail he plays very well indeed. R.F. 


BRAHMS. Hungarian Dances: Nos. 1, 
3, 5, 6, 17, 18, 19, 20, 21. 
DVORAK. Slavonic Rhapsedy No. 3, 


Op. 45. Scherzo Capriccioso, 
Op. 66. Royal Philharmonic 
Orchestra conducted by Rafael 


Kubelik. H.M.V. Mono ALP1769 
(12 in., 30s. plus 9s. 9d. P.T.). 

First of all let it be said that the quality 
of the recorded sound on this whole disc is 
first-rate, and if the recent Kubelik/R.P.O. 
version of Barték’s Concerto for Orchestra is 
anything to judge by, the steréo will be even 
better. And in music of this kind, which 
makes little claim to profundity, the quality 
of the sound is obviously a matter of great 
importance. Of the two sides I’m inclined 
to think that the one devoted to Dvorak 
comes off better, and particularly that 
“charming bore” (as R.F. rightly called it), 
the third Slavonic Rhapsody. Kubelik here 
gets his orchestra to communicate a real 
sense of enjoyment. If the Scherzo Capriccioso 
is less satisfactory, this is because the rhythm 
is at times a little sticky. The tunes, and 
particularly the well-known one, go with a 
real swing, but transition passages often 
seem abrupt and jerky. Kubelik omits the 
repeat of the middle poco tranquillo section, 
which is a pity because the work can do 
with more of this particular contrast. From 
memory I am inclined to think that I would 
prefer the version of this piece that 
Sawallisch made with ‘the Philharmonia 
(Col. 338X1034, a fill-up to the Fourth 
Symphony), but at this length of time I 
can’t remember whether or not he too made 
this cut, and in any case it is most unlikely 
that his was as well recorded as this new 
version of Kubelik’s. 

The selection from Brahms’s Hungarian 
Dances contains the proper mixture of fire 
and languor, but because it is a series of 
small and repetitive musical units it is more 
vulnerable to Kubelik’s inability to make 
his rhythmic rubato convincing. Of course 
plenty of rubato is needed in this music; it 
would be absurd to play it “straight”, but 
there is a kind of clumsiness about many of 
the shifts of tempo here, that keeps bringing 
the music down to earth. Perhaps I have 
made too much of this. It is certainly an 
attractive issue, prepared with care and 
affection for the music, and you may well 
enjoy it more than I do. J-N. 


*DELIBES. Coppélia Ballet—complete. 
Minneapolis Symphony Orchestra 
conducted by Antal Dorati. Mercury 
Stereo AMS16018-9 (two 12 in., 57s. 


6d. plus 18s. 9d. P.T.). Mono: 
MMaAI11000-1 (2/59). 
Stereo: 


Suisse, Ansermet (2/59) SXL2084-5 
Dorati and Ansermet are two of the 
finest conductors of ballet music in the 
world (how I wish that our Royal Ballet, 
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which deserves the best musical direction 
in the world, would make regular use of 
their services) ; it is illuminating to compare 
their readings of the great ballet scores, 
which are quite distinct in character. On 
record most people would prefer Ansermet’s 
versions of the Stravinsky ballets, I suspect; 
he has an unrivalled understanding of their 
nature as evocation and as a basis for 
dancing. On points, too, I think I derive 
more pleasure from Ansermet’s recording 
of Tchaikovsky’s Nutcracker. But in The 
Sleeping Beauty honours are divided evenly, 
and in Swan Lake Dorati wins, if only 
because he plays all the music. 

The two Coppélias are both extremely 
enjoyable, and choice between them must 
remain a matter of temperament. M.M.., 
reviewing Ansermet in stereo and Dorati 
in mono, noted the vitality of Dorati’s 
interpretation, and noted too that the 
orchestral playing isn’t quite first class in 
either set—that of the Minneapolis Orches- 
tra is rather more spruce, I think. But 
each sounds well in stereo; in a nutshell 
the Mercury stereo sound is more refined, 
that of the Decca more opulent and warmer. 
Balletgoers here will find that Dorati takes 
the lively numbers, including those of 
Allegretto type, rather faster than we’re 
used to (e.g. the Valse and Mazurka in the 
first act, and the Galop in the last scene— 
very exciting this); I greatly enjoy his 
treatment of Swanilda’s character solos in 
Act 2, and the divertissements in the 
finale. In mono the loud numbers sound 
rather oppressive—the mono Decca is 
more comfortably recessed; but in stereo 
there is less to choose between them. If 
I prefer the Decca/Ansermet album it’s 
for the greater charm and character (and 
in expressive passages the greater intensity) 
that Ansermet finds in Delibes’s endearing 
score. I fancy that this doesn’t strike on 
M.M.’s box, and would agree with him 
that the gusto and refinement of colour and 
texture in Dorati’s account are most 
refreshing. Each has strong points in its 
favour. You must simply decide which 
means more to you—gusto or charm. 

W.S.M. 


GRIEG. Peer Gynt—Suites Nos. 1 and 2, 
Opp. 46 and 55. Hamburg State 
Orchestra conducted by Bruckner 
Riiggeberg. Pye Mono GGL0029 
(12 in., 15s. 10d. plus 5s. 2d. P.T.): 


%Stereo GSGL10029 (12 in., 20s. 9d. 
plus 6s. 9d. P.T.). 

GRIEG. Peer Gynt—Suites Nos. | and 2, 
Opp. 46 and 55. Two Elegiac 
Melodies, Op. 34. 

SMETANA. Ma Vlast: Vitava. Nord- 
westdeutsche Philharmonic Orch- 
estra conducted by Wilhelm 
Schiichter. H.M.V. Mono XLP20018 
(12 in., 16s. 114d. plus 5s. 64d. P.T.). 

I’ve remarked before that the two 
standard suites from Peer Gynt make rather 
short measure for a 12-inch LP, but that 
one shouldn’t perhaps complain when the 
label is a bargain one. Pye’s Golden Guinea 
offers this coupling. However H.M.V’s 

Concert Classic goes one better, and offers 

three extra pieces on the disc, one of them 

being Vitava which is quite extended. And 
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the orchestral sound is unusually opulent 
and spacious. Schiichter’s readings are 
rather Wagnerian, if you’re keen on Grieg 
as a nationalist figure (on cheap labels the 
Camden version by Griiner-Hegge is very 
idiomatic), but they are full of enjoyable 
detail. He gives the second verse of Sol- 
veig’s song to a solo violin. 

After this the Golden Guinea loses its 
lustre a bit. The performances are decidedly 
staid (no danger to married men, this 
Anitra), and the mono sound comparatively 
hard; the playing is none too neatly 
disciplined. On top of this, the stereo 
version has its channels reversed, so that 
you have the ’cellos on the left and the 
violins on the right. This happened on a 
stereo Guinea a month or two ago; have 
they got their leads reversed? W.S.Mi 


GRIEG. (a) Sigurd Jorsalfar Suite, 
Op. 56. (+) Holberg Suite, Op. 40. 
(a) London Symphony Orchestra 
conducted by Oivin Fjeldstad. (5) 
Stuttgart Chamber Orchestra con- 
ducted by Karl Miinchinger. Decca 
Mono BR3039 (10 in., 15s. plus 
4s. 103d. P.T.). 

It seems a little odd to produce a disc 
of Grieg’s music with one side conducted by 
a distinguished compatriot and then to turn 
the other side over to someone else. 
Miinchinger gets the better music, too, for 
the Sigurd Jorsalfar Suite is less than the best 
Grieg, while the Holberg Suite is lovely by 
any standards. 

I confess that the only part of Sigurd 
Jorsalfar 1 know well is the March -(like 
most other people, probably), but the 
moment I put this side on I felt distinction 
in the conducting and the March itself is 
so effectively built in Fjeldstad’s performance 
that I was more than usually impressed by 
it. Fjeldstad is clearly a most gifted con- 
ductor and he equally clearly loves Grieg. 

He presumably a copy of this 
disc and I would much like to know what 
he thinks of the other side. Miinchinger gets 
a very spick and span performance of the 
Holberg Suite (though either he or his 
engineers sometimes fail to get much 
difference between p and f) and I am sure 
that Fjeldstad would admire the deft string 
playing but I suspect he might want a more 
affectionate performance of the Sarabande. 
Throughout this side there is the most 
expert playing, rehearsed to the last dot, 
but the Air, too, lacks a warmth of feeling, 
what I can here fairly call Innigkeit. Tech- 
nically it’s wonderful—but much of it leaves 
me cold. 

The recording of both sides is good, 
bright and clear. ge: O 


%HANDEL. Water Music—complete. 
Concertgebouw Orchestra con- 
ducted by Eduard van Beinum. 
Philips Stereo SABL125 (12in., 30s. 
plus 9s. 9d. P.T.). 

This is a good, solid, Dutch version of 
the suite of twenty pieces which Chrysander 
claimed as Handel’s Water Music. We 
now know better, but those who are not 
too fussy about the niceties of scholarship 
will still be able to enjoy this symphony- 
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orchestra arrangement which is finely 
recorded and flawlessly pressed. The 
woodwind of the Concertgebouw Orchestra 
has just that touch of eighteenth-century 
timbre which is so essential to the successful 
evocation of a work such as this. Van 
Beinum’s tempi are traditional and sensible, 
and the stereo recording has a wide 
“front” as well as a wide dynamic range. 
DS. 


*%HANDEL. Water Music Suite (arr. 
Harty). Music for the Royal 
Fireworks (arr. Harty). London 
Symphony Orchestra conducted by 
Antal Dorati. Mercury Stereo AMS 
16031 (12 in., 28s. 9d. plus 9s. 44d. 
P.T.). Mono: MMAI1017 (4/60). 

This is an excellent stereo version of a 
mono disc which I thoroughly enjoyed for 
its spirit and style. The strings are 
appreciably warmer in stereo, but the 
major difference is in woodwind and brass, 
which are “projected” with admirable 
sharpness and clarity. Yet for all this, 
the blend of the tutti is successful and the 
orchestral sound has depth as well as 
breadth. I found the dynamic range 
apparently wider in stereo than in mono, 
though whether this is an aural illusion | 
am not quite sure. What I am certain 
about is the fine quality of the recording 

S. 


and pressing. D. 
%HAYDN. Horn Concerto No. 2 in 
D Major. Trumpet Concerto in 


E flat major. Karl Arnold (horn), 
Walter Gleisle (trumpet), Stuttgart 
Pro Musica Orchestra conducted 
by Rolf Reinhardt. Vox Stereo 
STDL500480 (12 in., 39s. 9d. includ- 
ing P.T.). 

Haydn’s vastly appealing Trumpet Con- 
certo receives a beautiful performance here. 
Walter Gleisle is not only a virtuoso, but 
an excellent musician with a remarkable 
flexibility of technique. To the lyrical 
themes, especially those of the slow move- 
ment, he brings a smooth legato, and a 
sensitive phrasing and dynamic shading. 
which call to mind the ease of a good 
clarinettist rather than the slightly cumber- 
some delivery of many brass soloists; 
and in doing so, he loses none of the 
trumpet’s strength, his tone being splendidly 
open, bright and round, without a trace of 
vibrato. 

The orchestra respond to Rolf Rein- 
hardt’s wide-awake direction with some 
most sensitive and affectionate playing— 
as they do in the Horn Concerto; the 
soloist in this work is efficient and musical 
without being particularly noteworthy. 
Perhaps I do him an injustice, since he * 
less well recorded than the trumpeter; 
the general lack of high frequencies, 
noticeable on both sides of the disc, is 
much more in evidence on side 1, making 
the hornist’s tone sound rather mournful 
even in the most cheerful passages. On 
this disc we have a sound-characteristic at 
the opposite extreme from Vox’s familiar 
efforts: the recording only sounds good 
with a very heavy top-boost. If your 
equipment allows of such a correction, 
you will find this an excellent stereo disc 
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in all respects (except for the above- 
mentioned horn tone, which I couldn’t 
make bright at all); otherwise it will sound 
“boxed-in” to a degree. It is understood 
that a mono version will follow. D.C. 


HAYDN. Trumpet Concerto in E flat 
major. Paolo Longinotti (trumpet). 

MOZART. Flute Concerto No. 2 in D 
major, K.314. André Pepin (flute), 
Suisse Romande Orchestra con- 
ducted by Ernest Ansermet. Decca 
Mono BR3037 (10 in., 15s. plus 4s, 
103d. P.T.). 

The Flute Concerto comes off an easy 
best. André Pepin’s rather thin, piping 
tone has a touch of piccolo or recorder 
about it, while remaining essentially flute; 
soloist and orchestra play neatly and 
classically, but not always as vitally as 
might be—the finale is rather too sober 
altogether. Nevertheless, this is an 
eminently satisfying performance, full of 
delicacy and charm. 

I know nothing about the various kinds 
of trumpet (Haydn wrote his Concerto for 
Anton Weidinger, the inventor of the 
keyed trumpet) ; but Paolo Longinotti 
seems to be using the heaviest kind of 
instrument, with a big, wide-open tone 
and an inflexibility in legato which are 
suggestive of the valve-trombone. The 
effect cannot be explained away by imply- 
ing inadequacies in the player’s technique, 
in view of his brilliant playing in the 
Stuttgart Chamber Orchestra’s recorded 
version of Bach’s Brandenburg Concerto 
No 2; but he certainly seems incapable of 
a true piano in the Haydn, and although he 
throws off the running scales with virtuosity, 
his delivery of the lyrical themes badly 
lacks legato and easy phrasing. The general 
impression is one of awkwardness, though 
it may be that, from the purist point of 
view, this is the way the Concerto should 
be played. I personally much prefer 
Walter Gleisle’s beautifully relaxed playing 
on the Vox stereo disc reviewed above. 

The recording is a nice comfortable one, 
though it spotlights the trumpet rather too 
vividly—which may explain to some extent 
my reaction to the soloist’s —— 

D.C. 


MAHLER. Symphony No. 2 in CG 
minor, “Resurrection”. Mimi 
Coertse (soprano), Lucretia West 
(contralto), Vienna Academy Choir 
(Chorus-Master: Giinther Theuring), 
Vienna State Opera Orchestra 
conducted by Hermann Scherchen. 
Westminster Mono XWN2229-1/2 (two 
12 in., 60s. plus 19s. 6d. P.T.). 

(7/58) PL7012 

(6/59) ABL3245-6 

One of the major musical revelations of 
my life was the performance of this work 

given by Bruno Walter in London in 1949; 

and although I know well that at least 

three of my colleagues on the panel will 
raise shocked eyebrows, I will flatly state 
my opinion that Mahler’s Second Sym- 

mm is one of the great musical master- 

cces of the nineteenth century. I will 
fart ther say that the more formally perfect 

(because less ambitious) symphonies of 
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Brahms and Dvofak pale in significance 
beside it—just as, for example, the formally 
superior novels of Thackeray and Haw- 
thorne cannot hold a candle to the chaotic 
masterpieces of Dickens and Melville. This 
symphony, stemming from Beethoven’s 
Ninth in that it culminates in a choral 
finale, and from Berlioz’s Fantastique in that 
it has five movements following a program- 
matic idea, is of phenomenal originality in 
material, formal organisation, texture and 
orchestration, and it expresses the despairs, 
aspirations and exultations of humanity 
with a vividness and comprehensiveness 
matched by few works of any period. 
If it has formal defects (exactly what these 
are might be argued at length) and lapses 
of taste (again arguable in view of Mahler’s 
individual, ironic handling of “vulgarity” 
in music), these are a small price to pay 
for the blazing vision of the symphony 
considered as a whole. 

I cannot feel that the performance under 
review will persuade anyone to agree with 
me (as Bruno Walter’s certainly might). 
It also seems a pity that this is not a much- 
needed Third or Seventh, but a further 
version of the Second, inferior as a per- 
formance to both the previous ones, and 
outclassed in almost every respect by the 
superb, definitive Walter-Philips issue of 
last year. Unbelievable as it may seem to 
some people, it is possible to inflate the 
Resurrection Symphony grossly, and this is 
what Hermann Scherchen has done. His 
tempi for the first and last movements are 
impossibly slow: most of the quicker 
music is drained of its fiery, nervous 
impetuosity, and in the long, slower 
stretches, profundity and majesty are turned 
into ponderosity and bombast. The per- 
formance shows that it is only too easy to 
misinterpret Mahler’s meticulous markings. 
The truth is that conductors of his time 
were used to symphonic movements in a 
single tempo, and to get them to follow 
the constantly changing tempo of his own 
movements, he littered his scores with all 
kinds of dangerously ambiguous warnings 
—“forwards”, “don’t hurry”, “don’t drag”, 
etc. Today these are often ignored as 
unnecessary, or worse, exaggerated out of 
all proportion, with the result that the 
music falls to pieces: Scherchen is far too 
slow at figures 6, 9, 16, 20, and 23 in the 
first movement; and he ignores two 
crucial directions—“forwards” at figure 4, 
and “don’t hurry” after figure 19. The 
same faults are noticeable in the finale: 
he clearly has his own personal conception 
of the score, which is hardly that of Mahler, 
witness the stilted phrasing of the charming 
Landler and the dead-serious treatment of 
the humorous Scherzo. Bruno Walter is 
unfaultable almost throughout, except per- 
haps at figure 6 in the finale, where he 
holds back rather too much, and at figure 
14, where Scherchen gives a more satisfy- 
ingly long-drawn account of the terrifying 
crescendo for percussion alone. 

The best things in the present perform- 
ance are the solo contralto movement, 
sung beautifully by Lucretia West, and the 
lovely innocent voice of Mimi Coertse in 
the finale; both soloists are slightly ahead 
of Walter’s quite satisfactory ones. The 
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chorus sings as well as the inordinately 
slow tempi allow, but they are much too 
loud in the whispered first statement of the 
Resurrection chorale. The recording is 
sadly deficient in bass, which is quite fatal 
at the opening of the work and in many a 
later passage. Even with a considerable 
bass-boost, it lacks power generally, being 
at too low a dynamic level; and the off- 
stage band is too far away, being almost 
inaudible during its earlier entries. The 
one point scored over the Philips disc—a 
beautiful one—is the imperceptible emer- 
gence of the solo soprano from the choral 
mass in the finale. D.C. 


MOZART. Bassoon Concerto in B 
flat major, K.191. Clarinet Con- 
certo in A major, K.622. Gwydion 
Brooke (bassoon), Jack Brymer 
(clarinet), Royal Philharmonic 
Orchestra conducted by Sir Thomas 
Beecham, C.H. H.M.V. Mono 
ALP1768 (12 in., 30s. plus 9s. 9d. 
PF. ); 

Coupled as above: 
iewta, De Peyer, L.S.O., Collins 

(2/55) LXT2990 
It is with the greatest reluctance that I 
declare myself unable to enjoy this record, 

since I have such an admiration for all 
artists concerned. Perhaps I had better 
begin by saying that I do like Mozart’s 

Clarinet Concerto to be taken at reasonably 

relaxed tempi ( I certainly find the opening 

movement in the De Peyer-Collins per- 
formance in too much of a hurry), and that 

I like a sweet clarinet tone with plenty of 

affectionate phrasing, being very fond of 

the style of Reginald Kell (and of Jack 

Brymer, for that matter). But it seems to 

me that on this occasion both Brymer and 

Beecham dwell altogether too lovingly on 

the many beauties of the work: exquisite 

as the result undoubtedly is, as sheer 
ravishing sound, I find that the whole thing 
drags uncomfortably. The underlying 
melancholy of the music (missed here and 
there by De Peyer and Collins) is fully 
brought out—but often it is exaggerated 
at the expense of the other main elements 
of the score—the fire and the sparkle. 

What one chiefly misses, strangely enough, 

is that pointed galanterie that makes so 

many of Beecham’s Mozart performances 

incomparable. This Concerto calls for a 

perfect balance between classical form and 

near-romantic content, and I feel that this 
is much more successfully achieved by 

De Peyer (playing splendidly, with a 

slightly cooler tone than Brymer) and 

Collins (not so ultra-sensitive as Beecham, 

but more concerned with the forward 

movement of the music). If they hustle 
the first movement along rather ruthlessly, 
their tempi for the other two are just right, 
and one could only wish for a little more 
expressive depth in the darker passages of 
the music. In the present version, the 
tempi are too relaxed throughout, and are 
made more unacceptable by lingering 
rubato in several places; in the slow move- 
ment, the heavy emphasis on every quaver 
of the orchestral accompaniment is unjusti- 
fiable from any point of view. 

The other side of the disc is rather 
another matter. Gwydion Brooke out- 
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classes Henri Helaerts in both virtuosity 
and tone (though some may prefer the 
more reedy ‘“‘bassoony” sound produced by 
the Belgian to the full, vibrant, almost 
“saxophony” quality peculiar to Brooke) ; 
and to this more conventional eighteenth- 
century work, Beecham brings all his 
customary deftness and elegance, which is 
so unhappily absent from the Clarinet 
Concerto. Even so, I am still divided: 
I find the slightly slower tempi of Collins, 
in the Andante and final Minuet, more in 
keeping with the stately serenade-like 
character of the music, and Helaerts’ 
lyricism in the Andante seems to me more 
appropriately intimate. The new record- 
ing is first-rate, but the Decca still holds 
its own. D.C. 


MOZART. German Dances. K.600 in 
G major, No. 5, ““Der Kanarienvogel”’ ; 
K.602 in C major, No. 3, ‘Der Leier- 
mann”; K.605 in G major, No. 2; 
K.600 in C major, No. 1; K.600 in F 
major, No. 2; K.605 in C major, No. 3, 
“Die Schlittenfahrt”. London Sym- 
phony Orchestra conducted by Peter 
Maag. Decca Mono CEP646; %Stereo 
SEC5056 (7 in., 11s. plus 3s. 7d. P.T.). 

This is an intelligently planned and well- 
played selection from the dance music 

Mozart wrote for his last Viennese carnival 

season in 1791. Greedily, I can’t help 

wishing that we had been given the whole of 
these three sets of German Dances, but that 
would have meant a larger disc, of course, 
and perhaps smaller sales—and in any case 
the six selected have been sensibly arranged 
with regard to key. Peter Maag secures 
nicely phrased playing from the London 

Symphony Orchestra, but I don’t much 

care for the slower tempo that he adopts for 

the trio of The Sleigh-ride; it bogs down 
rather, and the posthorns’ intonation is not 
all that good. This is likely to be one of the 

most familiar numbers on the disc, and I 

expect you may find it less pleasing than 

other versions you already know; but there 
is a real novelty in K.602, No. 3, which has 
an obbligato part for hurdy-gurdy in the 
trio. The exceptionally full sleeve-note tells 

us that this particular instrument is a 

French one and belongs to Mr. Francis 

Baines. It produces a magnificently reedy 

whine, though I can’t quite see why the 

second repeat of the trio should be faded out; 
there’s really no room for engineered effects 
in this delightfully self-sufficient music. 

Apart from this, both mono and stereo 

versions are very well recorded. J.N. 


MOZART... Symphonies. No. 38 in D 
major, K.504, “Prague”; No. 39 in E 
flat major, K.543. Paris Conserva- 
toire Orchestra conducted by André 
Vandernoot. H.M.V. Mono XLP 
20020 (12 in., 16s. 114d. plus 5s. 74d. 
e7.): 

I am afraid I can’t muster much more 
enthusiasm for this record than for Vander- 
noot’s coupling of the two later symphonies 
on the same cheap label. Reviewing that 
issue last December I referred to Vander- 
noot’s attitude as “brisk and literal’’, which 
it still is. But although I am on the whole 
disposed to favour briskness and literalness, 
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I have to admit that there are a lot of other 
essential virtues that Vandernoot seems to 
come nowhere near understanding. Take 
the sublime middle movement of the Prague, 
for example. Some conductors—great ones 
among them—take it at a pace much slower 
than I believe Mozart could have meant by 
his marking, andante; in so doing I think 
they tend to sentimentalise it. Now 
Vandernoot certainly doesn’t fall into that 
trap, but one has the impression that this 
must be because he simply doesn’t feel the 
sensuous melancholy of the music. Phrasing 
is not properly articulated; harmonic points 
are not merely understated, but often not 
made at all. I am sure that the music can 
be made to speak completely at this tempo, 
but this treatment gags and binds it. 

The same perfunctoriness is in evidence 
more or less throughout the two symphonies, 
and is perhaps emphasised by the rather 
limited dynamic range, which seems un- 
willing to allow the strings a real piano— 
though this may be partly the fault of the 
performance, of course. Of the two, the 
Prague seems to me slightly better recorded 
than the E flat, with a notably clear bass 
register (bassoons and timpani). My review 
copy of the E flat had a recurrent “swish” 
which it would be wise to look out for. On 
the whole I can hardly do better than repeat 
the sentence with which I began my review 
of the previous disc, for it still applies: 
“There are not so many cheap versions of 
these two masterpieces on the market as to 
make this disc unwelcome, but I can’t say 
that I think the performances are much 
above the routine level.” 


%*MOZART. Piano Concertos. No. 20 
in D minor, K.466; No. 23 in A 
major, K.488. Annie Fischer 
(piano), Philharmonia Orchestra 
conducted by Sir Adrian Boult. 
Columbia Stereo SAX2335 (12 in., 
30s. plus 9s. 9d. P.T.). Mono: 
33CX1686 (3/60). 

Listening once again to Annie Fischer’s 
readings of these two concertos I was 
struck by their highly-strung, racehorse 
character. Not that Fischer races 
particularly, though the outer movements 
are on the fast side. What I mean is that 
she does not hold anything back: when 
she is in a hurry she can sound breathless, 
and when she is in a more lyrical mood she 
positively languishes. This is particularly 
noticeable after one has been listening to 
Richter’s magnificent version of the D 
minor (reviewed last month); that has a 
kind of masculine reserve about it which 
in the long run I find more sympathetic. 

However this rather highly-charged inter- 
pretation is carried through perfectly 
consistently and will certainly appeal to 
some people more than the other. The 
stereo recording is good, though the precise 
relation of piano and orchestra seems to 
me to vary considerably. Certain faults 
that were present in the mono version are 
still present (out-of-tune woodwind in the 
first movement of K.466; an inaudible 
first clarinet at one point in the second 
movement of K.488), but others have 
disappeared. What really weighs in favour 
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of stereo as opposed to mono, though, is 
Boult’s disposition of the violins, with the 
seconds on the right; more and more { 
become convinced that this is best for the 
Viennese classics. JN: 


RACHMANINOV. Piano Concerto No. 
2 in C minor, Op. 18}. 

TCHAIKOVSKY. Piano Concerto No. 
1 in B flat minor, Op. 23. Edith 
Farnadi (piano), Vienna State 
Opera Orchestra conducted by 
Hermann Scherchen. Westminster 
Mono XWN18578 (12 in., 30s. plus 
9s. 9d. P.T.). The item marked f was 
previously available on Nixa WLP5193 
(1/55). 

Although there’s some impressive piano 
playing here, the performance of the 
Rachmaninov tends towards the idiosyn- 
cratic, and that of the Tchaikovsky can 
only be called freakish. I’m sure that this 
is due to the conductor, not the pianist; 
Hermann Scherchen isn’t one of the best 
orchestral accompanists, having a tendency 
to try and impose his own conception on 
the soloists he works with. 

The opening of the Tchaikovsky supports 
this hypothesis: the delivery of the orches- 
tral exordium is fantastically inflated by 
means of an enormous allargando, and the 
strings give quite inexplicable sforzando- 
piano accents to the salient notes of the big 
D flat theme which follows. Again, in the 
Andantino, the flute and strings give out the 
opening theme mechanically, at an im- 
practically quick tempo, which Edith 
Farnadi understandably changes to a 
slower and more expressive one when she 
takes over; and when the opening returns, 
the music itself imposes the true tempo on 
the performance—almost twice as slow as 
at first. The finale is simply rattled through 
—the main material prestissimo and the big 
tune hurried up to fit—with the result that 
the movement flashes past in no time, 
making less than half its proper impact. 
The good things in the performance— 
some really quiet orchestral tone 
in places, some brilliant and_ sensitive 
playing by the soloist—cannot compensate 
for the misguided overall conception. 

The Rachmaninov fares much better— 
Edith Farnadi’s contribution is beautifully 
deft and gently romantic, and the orchestra 
is admirably crisp in the quicker sections; 
this would be really enjoyable, but for one 
or two things one can hardly live with— 
the portentously slow and gloomy string 
statement of the opening movement’s main 
theme, and the dragging out of the lovely 
high horn theme later on. 

The recording is of indifferent quality, 
the quiet sections sounding strangely remote, 
the loud ones harsh without possessing any 
real power. My pressing has a_ noisy 
surface throughout the Tchaikovsky. D.C. 


ROSSINI. Overtures. La Scala di Seta; 
Il Barbiere di Siviglia. Czech Phil- 
harmonic Orchestra conducted by 
Karel Sejna. Supraphon Mono 
SUEC879-K (7 in., 9s. 6d. plus 3s. Id. 
| afd & 


This is a delightful little disc, if the flutter 
on the strings in The Barber is confined to my 








